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ABSTRACT
The purpose of this study was to investigate secondary 
school students' responses to wind band music. Four 
variables--attention to the stimulus, familiarity, 
intellectual response, and emotional response--identified 
in research as characteristics of an aesthetic response 
were examined. Junior high (n = 60) and high school 
(n = 60) band students were randomly assigned to one of two 
listening conditions. In order to isolate focus of 
attention, subjects in a focused listening condition 
indicated preferences while listening to each excerpt by 
operating a Continuous Response Digital Interface dial. 
Subjects in an unfocused listening condition listened to 
each excerpt in an unrestricted environment. All subjects 
listened to both a familiar and unfamiliar excerpt.
Upon completion of the listening task for each 
excerpt, subjects responded to items on a questionnaire.
The effects of focus of attention and familiarity were 
measured by Likert Scale ratings for preference, perception 
of musical elements, and behavioral intent. Subjects' 
intellectual and emotional responses were represented by 
written verbal descriptions.
Results indicated that focus of attention increased 
the percentage of figurative words/phrases used by junior 
high students to describe emotions within the familiar
vii
excerpt. Familiarity increased the percentage of 
analytical terms used by junior high subjects to describe 
the music. Subjects across groups appeared to respond to 
the music in some intellectual capacity as evidenced by 
discrimination in ratings across musical elements, and the 
large percentage of analytical terms used to describe the 
music. Subjects also appeared to respond emotionally to 
the music as evidenced by the large percentage of 
figurative words/phrases used to describe emotional 
responses, and the large percentage of different words used 
to independently describe the mood of the music and 
feelings created by the music.
Overall, it appears that if subjects responded 
aesthetically to the wind band excerpts, focus of attention 
and familiarity, as defined in this study, were not 
contributing factors, thus casting some doubt on their 
relationship to an aesthetic experience. Subjects, 
however, demonstrated the ability to respond intellectually 
and emotionally, thereby indicating the potential for these 
factors to contribute to the aesthetic responsiveness of 
secondary school band students.
INTRODUCTION
For many music educators, public school 
administrators, parents, and students, the terms "music 
education" and "performance" are synonymous. Given the 
social attractiveness of performing groups, the tangible 
results of their effort, the ability to inspire loyalty of 
community, parents, and students, and the diverse services 
provided by such groups to school and community, the 
performance program is a viable force in the school 
environment, and in fact, many schools have produced 
organizations of high performance standards (Reimer,
1970). In many communities the performance-oriented- band, 
orchestra, and/or choir are the only courses offered in 
the music education curriculum.
In recent years, a climate of educational reform has 
cast some doubt on the essence of music in the schools, 
and specifically the performance program. Gonzo (1971) 
reported that the tendency for music education to serve 
non-musical objectives existed as early as the 1920's and 
1930's. Non-musical objectives, such as good citizenship, 
discipline, social skills, moral behavior, and rewards 
(medals, ratings, uniforms) justified music's presence in 
the curriculum. Music programs today must demonstrate 
that they can make important contributions to the quality 
of children's lives--contributions that extend beyond the
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utilitarian. During the last two decades, rationales for 
teaching music based on utilitarian goals have been 
discarded in favor of a view that espouses benefits 
directly related to music as a subject discipline. Music 
education must provide quality experiences which elicit 
meaningful responses from the performer and consumer alike 
(Greer, 1980).
In the field of music education, and the performance 
area in particular, a great deal of attention has been 
given to the concept that students should be specially 
trained to better "appreciate," "understand," and 
"respond" to music (Madsen, Byrnes, Capperella-Sheldon, 
and Brittin, in press). Music Educators National 
Conference (MENC), the representative voice of music 
educators, has determined that music is worth knowing, 
that it is a creative outlet, and is a vehicle for 
self-expression. The MENC (1986) further states that the 
school music experience sharpens aesthetic sensitivity, 
and raises the level of appreciation. The National 
Education Association (1992) contends that artistic 
expression is basic to an individual's intellectual, 
aesthetic, and emotional development.
The American School Band Directors Association stated 
in its ASBDA Curriculum Guide (1974) that the first goal 
of the instrumental music program was to encourage the
music student to "demonstrate, to the extent of his 
capacity, intense involvement in, and response to, 
personal aesthetic experience in music"(p.5). The ASBDA 
also specified that appreciation of music is a result of 
aesthetic experience through participation.
Reimer (1968) boldly declared that the primary 
function of music education was to develop the ability of 
every child to have an aesthetic experience with music, 
and Leonhard (1965) suggested this could be accomplished 
through a more aesthetic approach to education. Aesthetic 
education does not seek utilitarian fulfillment (that is, 
it exists for its own sake) and is not supported by extra­
musical objectives (Schwadron, 1967). Mark (1982), in 
defending a focus on students' aesthetic response to 
music, contended that aesthetic education was the 
prevailing philosophy of music in the curriculum and 
justified instrumental music in education. He further 
testified that earlier utilitarian precepts had been all 
but abandoned by the profession.
In a more compromising approach to aesthetic 
education, Phillips (1993) claimed that utilitarian tenets 
can unite with aesthetic education to strengthen music's 
position in education. He believed that music educators 
should define and defend music education by embracing 
utilitarian and aesthetic objectives.
If leading music education organizations and music 
educators assert that aesthetic experience through 
aesthetic education is an important philosophical 
rationale for the existence of instrumental music in the 
schools, the question arises, "Does music education do 
what music educators purport it does?" Does the 
performance experience lead to aesthetic experience? More 
specifically, what constitutes an aesthetic response? How 
do we observe and evaluate aesthetic responses? To some 
music educators, matters of philosophy and aesthetics may 
seem distant from the daily routine of classes, concerts, 
and rehearsals; however, many music teachers agree that 
the essence of music and the reasons for teaching it have 
much to do with aesthetics (Siverson, 1990).
Because of the subjective nature of aesthetics and 
its evolving importance to music education, further 
investigation of the aesthetic responsiveness of student 
musicians to music seems warranted. In a study of 
aesthetic responses of university faculty and graduate 
students to opera, Madsen, Brittin, and Capperella-Sheldon 
(1993) recommended that further investigation was needed 
to provide an operational definition of aesthetics that is 
appropriate to education, and to examine aesthetic 
responsiveness in children of different age groups. In 
response to that recommendation, the present study will
attempt to investigate attributes that researchers contend 
may contribute to junior high and high school band 
students' aesthetic responses to wind band music.
REVIEW OF LITERATURE
Psychologists recognize three basic categories of 
human behavior--cognitive, affective, and psychomotor 
behaviors. Affect is the categorical term applied to a 
wide variety of responses to music including emotional, 
intellectual, preference, and musical taste (Abeles, 1980; 
Radocy and Boyle, 1979). Some researchers conceptualize 
aesthetic and affective responses as being distinct. 
Whereas the affective response to music is based on 
emotional reactions and is regarded as a superficial 
response, the aesthetic response is an intense, 
subjective, and personal response and contains an 
emotional and intellectual aspect (Abeles, 1980; Hevner, 
1935; Knieter, 1971; Meyer, 1956; Reimer, 1970).
It appears that almost all people respond in some way 
to music. One issue concerning instrumental music 
education is aesthetic response to music. Aesthetics is 
"a branch of philosophy that provides a theory of the 
beautiful and of the fine arts" (Rogers, 1992, p.25). 
Aesthetics encompasses the study of music's power to 
imitate and arouse human emotion. Aesthetic response is 
an intense subjective, personal, and feelingful reaction 
which requires focus, perception, familiarity and 
intellect (Knieter, 1971, Price, 1986). It is the nature
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of this response that distinguishes an aesthetic 
experience from any other (Nelson, 1994). The aesthetic 
experience is basic in education because it is a primary 
form of experience on which all cognition, judgment, and 
action depend (Broudy, 1978).
Overview of 20th-Century Aesthetics 
Aesthetics in music education has existed in America 
implicitly since the American Revolution, and explicitly 
since the 1950's (Reimer, 1989). Mursell (1934), a 
pioneer of aesthetics, emphasized the emotional 
significance of music: Music was to be experienced 
individually first, and then as an opportunity for social 
experiences. His students talked about the music they 
heard and expressed why they liked or disliked it.
Dewey (1934) associated aesthetic experience with 
common people. Intelligent homemakers, mechanics, or 
writers may be aesthetically involved with their tasks. In 
Dewey's opinion, music served to express the emotional life 
common to most people, rather than the gifted artist or 
composer. He further argued that music could not make 
fundamental contributions to non-musical objectives.
Birkoff (1933) believed that the aesthetic "measure" 
of a musical composition was the "density of the elements 
of order in the musical structure" (p. 87). He accounted 
for every tangible element in a musical work, assigned it a
numerical weight according to its consonance or dissonance, 
and applied the values to a mathematical formula. The 
resulting sum represented the intellectual aesthetic value 
of that music.
Langer (1942) suggested that the aesthetic experience 
had a direct relation to the experience of life, and the 
nature of music was an analogue of the emotive life. She 
predicted that when music educators viewed the function of 
music in this fashion, musical and educational tendencies 
would shift to the intellectual and emotional nature of 
music.
Langer's insights were supported by those of Leonard 
B. Meyer. Regarding the relationship of emotions and 
intellect to aesthetic responsiveness, Meyer (1956) offered 
three significant theories of aesthetics: Referentialism, 
Absolute Formalism, and Absolute Expressionism.
According to the Referentialist view, the aesthetic 
value of a musical work exists outside the work itself; the 
work refers to the world outside the work (e.g. program 
music, vocal music).
The experience of music, from a Formalist view, is 
primarily an intellectual one; it recognizes and 
appreciates music for its own sake. This recognition and 
appreciation, while intellectual in nature, is the
"aesthetic emotion" of the music. The Formalist does not 
deny that many musical works contain references to 
non-musical ideas, but that such references are irrelevant 
to the aesthetic value of the music.
The Expressionist view holds that aesthetic response 
to music is evoked by the nature of the music, and the 
relationship of the art to human life. First, the meaning 
and value of music is found within the music; second, the 
music exerts a strong effect on the quality of 
life by expressing and reflecting human emotions.
Schwadron (1967) claimed the aesthetic experience 
occurred as a result of an interaction between a listener 
and a particular musical work. During the interaction, 
perception is applied, and enjoyable moments and 
disappointments noted. The outcome of the experience will 
be influenced by the inherent quality and intrinsic 
interest of the composition, and the musical background, 
experience, and interest of the listener. Madsen and 
Madsen (1970) supported Schwadron's position by reporting 
that aesthetic experience may represent the composite 
emotional and intellectual responsiveness to music. This 
is modified and reinforced as time goes on, and is always 
defined as "good."
Reimer (1970) proposed that aesthetic perception and 
aesthetic reaction were two behaviors necessary for any
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aesthetic experience. One perceives the fusion of those 
qualities that make sound aesthetic--melody, harmony, 
rhythm, dynamics, tempo, timbre--into a work that is 
expressive through its aesthetic qualities. All components 
of aesthetic perception are objective in nature, and can be 
taught, measured, and observed.
On the other hand, aesthetic response is totally 
subjective. The reaction may be emotional or intellectual, 
observable or intrinsic. Reimer maintained the only thing 
that can influence aesthetic response to music is the 
aesthetic qualities of the music. The degree and 
sensitivity of the aesthetic reaction to music reflects the 
degree and sensitivity of the perception of the aesthetic 
qualities of the music.
Characteristics of the Aesthetic Experience
The nature of the aesthetic experience as evoked 
through music is a topic of discussion and controversy 
among music educators. Many contend that aesthetic 
experiences in music are diverse, personal, subjective and 
cannot be taught, manipulated, or tested; however, 
characteristics of an aesthetic response can be identified, 
described, and categorized (Knieter, 1971; Price, 1986; 
Reimer, 1970). Researchers agree that certain variables 
seem to be common to aesthetic experiences, and aesthetic 
responses to music usually involve perception, familiarity,
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intellectual and emotional responses (Abeles, 1980; Broudy, 
1978; Hoffer, 1983; Konecni, 1982; Langer, 1976; Madsen and 
Madsen, 1970; Meyer, 1956; Pike, 1972; Radocy and Boyle, 
1979; Reimer, 1970).
Perception
Price (1986) defined perception as "the process 
through which sensory data are received by means of the 
senses and the individual becomes aware of features [of the 
stimulus]"(p. 154). In other words, perception is the way 
one hears and interprets music. Aesthetic response must 
involve perception and knowledge of the aesthetic stimulus 
(Radocy and Boyle, 1979). In order to hear and interpret a 
musical stimulus, aesthetic response requires focus of 
attention toward the stimulus; an individual must devote 
attention to the stimulus to perceive the interacting 
aesthetic qualities within the stimulus (Hoffer, 1983; 
Knieter, 1971). Accordingly, a student listening to a 
recording of Beethoven's music via a compact disc, through 
headphones, and in a quiet room, would be more 
aesthetically sensitive to the music than a student 
listening to the same music on the car radio while driving 
through rush hour traffic with the windows down.
Familiarity
Familiarity is the assumption of having heard a 
composition somewhere before and can result from repeated
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exposure to the same or similar music (Price, 1986). It is 
one of the most important aspects of aesthetic response 
(Berlyne, 1971; Hargreaves, 1986). The history of music 
abounds with examples of masterpieces that met with 
incomprehension and derision when first performed for the 
public--Beethoven's Eroica symphony, Stravinsky's Rite of 
Soring. and Debussy's La Mer. These works became accepted 
and revered as musical masterpieces due, in part, to 
repeated performances over the course of time.
Research suggests that an "Inverted-U" function links 
familiarity to liking and aesthetic sensitivity. The 
Inverted-U theory simply states that people initially 
dislike unfamiliar objects; as objects become more 
familiar, liking and aesthetic sensitivity become positive, 
reaching a peak at some optimum familiarity level. Further 
familiarity and exposure result in a decline of liking and 
aesthetic sensitivity, which eventually become negative at 
very high levels of familiarity (Berlyne, 1971) . 
intellectual Responses
Radocy and Boyle (1979) propose that intellect and 
learning are essential for aesthetic response. "Cognition 
is a particularly important attribute of aesthetic 
experience which reflects the intellectual processes 
involved: Analysis, synthesis, abstraction, generalization, 
evaluation" (p. 185).
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Eduard Hanslick was a nineteenth-century Formalist who 
opposed the philosophy that music was a language of 
emotions. He argued that definite feelings and emotions 
were incapable of being embodied in music, and any 
aesthetic experiences were produced by an understanding of 
the music (trans. Cohen, 1957).
Reimer (1970) emphasized that an individual's interest 
and feelingful reaction must be with the aesthetic 
qualities of melody, harmony, rhythm, tone color, texture, 
and form. Hearing and understanding the details of the 
qualities of music help the listener understand and grasp a 
work of music (Dalhaus, 1982).
Emotional Responses
Beauty in art and nature was defined by Plato as that 
which had logic and simplicity. The beauty of an art 
object was experienced through human emotions. Emotional 
responses to music became characteristics of different 
elements of music: The Lydian and Ionian modes induced 
weakness, drunkenness, and indolence while the Dorian and 
Phrygian modes promoted courage and temperance (trans. 
Shorey, 1963).
Music is thought to arouse, convey, or express 
emotion, and involves perception, memory, and environment. 
Meyer (1956) posited that emotion is a temporary disruption 
of a normal state, and is an essential component of
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aesthetic response. Young (1973) supported Meyer's 
position by defining emotion as a disturbed affective 
process or state which originates in the psychological 
domain and is revealed by physiological behaviors such as 
changes in smooth muscles, heart rate, and galvanic skin 
responses.
Preference
Musical preference is a distinctive affective response 
to music, and some researchers consider it part of the 
aesthetic experience (Abeles, 19 80; Berlyne, 1971; 
Hargreaves, 1986; Radocy and Boyle, 1979). Preference is 
defined by Price (1986) as "an act of choosing, esteeming, 
or giving advantage to one thing over another" (p.154). 
Behavioral preference is a demonstrated choice through 
non-verbal actions such as concert attendance or record 
purchases; verbal preference is a demonstrated choice 
through spoken or written actions. Musical preferences 
change according to age (Greer, Dorow, and Randall, 1974; 
Hedden, 1981) and can be developed through training and 
familiarity (Delzell, 1989; Hargreaves and Castill, 1987).
External Attributes That Affect Preference 
Music Training
A large volume of extant research has focused on 
factors that influence listeners' musical preference. 
Results of studies suggest that a positive relationship may
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exist between musical training and musical preference.
Music instruction shaped sixth graders' preferences for 
Bizet's Carmen (Larson, 1971), elementary education majors 
preference for four symphonic works (Flowers, 1988), and 
students' preference for the race and gender of soloists on
the song "We Are the World" (Killian, 1990).
Shehan (1985) taught unfamiliar non-Western music to 
26 sixth graders. Musical instruction produced significant 
gain in subjects' preference for the music. When asked to 
indicate preference for other unfamiliar music of the same 
genre, however, transfer of preference did not occur.
In a study involving music appreciation classes 
consisting of non-music majors, students listed their ten 
favorite composers on a test at the beginning of the 
semester (Price, 1988). After exposure to composers of the 
formal tradition through the semester-long classes, 
students displayed a significantly greater tendency to
include composers of the formal tradition on a test at the
end of the semester.
Musical experience appears to positively affect 
preferences for classical music. Compared to 
non-musicians, musicians report ownership of more classical 
records (Price and Yarbrough, 1987), prefer classical 
composers (Geringer and McManus, 1979), and listen to
16
classical music more than non-classical selections 
(Geringer, 1982) .
Approval
Teacher and peer approval have been found to affect 
preference responses in elementary and junior high 
students. Hedden (1981) found that teaching with high 
approval facilitated preference change in junior high 
students, and Alpert (1982) reported that music teacher and 
disc jockey approval positively affected verbal and/or 
behavioral preference of fifth graders.
Furman and Duke (1988) studied the effect of majority 
consensus on music and non-music majors' preferences for 
popular and orchestral music. Majority bias did not affect 
preferences of either group for popular music, but 
positively affected the preference of both groups for 
classical music. On the other hand, Inglefield (1982) 
found that peer group and social leader pressure was most 
effective on preference for jazz, but did not alter 
negative reactions to classical music.
Repetition
Several studies have targeted repetition as an issue 
which positively shapes musical preference. Peery and 
Peery (1986) found that pre-schoolers who listened to 
classical music during music class for 10 months responded
17
more favorably to classical music than pre-schoolers who 
were not exposed to the music.
Long-term repetition generated favorable responses of 
junior high students to unfamiliar music in a study by 
Bradley (1971). Hedden (1981) suggested that junior high 
teachers could positively modify musical preferences with 
repetition of an unfamiliar musical selection six to eight 
times in one semester. In support of Bradley and Hedden's 
findings, Getz (1966) reported the optimum positive 
response to an unfamiliar piece was reached during the 
sixth to eighth hearing of the music.
Hargreaves (1984) found that repeated exposure to 
unfamiliar music produced a steady rise in the preferences 
of high school students over time; interestingly, identical 
exposure to familiar music resulted in a rise, then fall of 
preference (the "inverted U" phenomenon).
Characteristics of Music
Pitch and tempo.
Specific characteristics of music may affect 
preference responses. Listener preference for pitch and 
tempo have been registered in several studies involving 
students. Children indicated clear preference for faster 
tempos in a landmark series of studies by Leblanc (Leblanc, 
1981; Leblanc and Cote, 1983; Leblanc and McCrary, 1983). 
Yarbrough (1987) found that high school, college, and adult
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subjects discriminated faster tempos better for fast 
excerpts, and slower tempos better for slow excerpts. 
Subjects also preferred slower tempos for fast musical 
examples, and faster tempos for slow musical examples.
In a study of tempo and pitch, Geringer and Madsen 
(1987) compared subjects' (fifth grade to college) 
preference for unaltered and altered versions of pop music. 
Subjects preferred the unaltered examples across all ages, 
and additional comments written by subjects about 
likes/dislikes were related more often to tempo more than 
pitch. Geringer (197 6) asked 60 undergraduate and graduate 
music majors to listen to selected orchestral works and 
modulate a variable speed tape player to the preferred 
pitch level. Subjects preferred sharper tuning to flatness 
or actual pitch.
Tone and intonation.
In an investigation of tone and intonation, Madsen and 
Geringer (1976) required subjects to rank eight sets of 
trumpet performances according to intonation and tone 
quality. Results indicated that subjects could 
discriminate between good and bad tone quality when the 
soloist was not accompanied, subjects favored sharp and 
in-tune accompaniments more than flat accompaniments, and 
all comparisons showed greater concern for intonation than 
tone quality, wapnick and Rosenquist (1991) compared
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actual piano performances to sequenced performances in a 
study of the effect of timbre on preference. Undergraduate 
music majors rated the quality of sequenced pieces higher 
than that of acoustic performances.
Boyle, Hosterman, and Ramsey (1981) studied general 
factors influencing pop music preference of subjects 
ranging from fifth grade to college. They found that 
melody was an important influence for older students, 
instrumentation was important for high school students, 
mood was consequential for college students, and peer 
influence was significant for grades 5, 7, and 9.
Considered an affective response to music, musical 
taste is described as a person’s overall attitude toward 
generic music genres and styles, and is characterized by 
long-term commitment to musical preferences. Tastes can be 
verbally expressed through behavioral intentions, that is, 
preferences or opinions expressed in the absence of a 
stimulus object--hear/not hear again, listen to/not listen 
to, go/not go to a live concert, purchase/not purchase 
recording (Abeles, 1980; Price, 1986; Yarbrough and Price, 
1987). Taste has been shown to be a product of training, 
and is influenced by peer pressure and mass media (Abeles, 
1980; Kuhn, 1981) . Yarbrough (1985) suggested that 
voluntary participation in a musical experience may be an
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indicator of musical affect (more specifically, musical 
taste).
Affective Domain
Krathwohl, Bloom, and Masia (1964) presented a 
hierarchy of the affective domain which identified five 
levels of affective responses. The continuum upon which 
the taxonomy is organized is labeled internalization--an 
increasing acceptance and application by the individual of 
attitudes, values, and tastes. The purpose of the taxonomy 
was initially to provide a system to aid educators in 
organizing and evaluating curricula relating to affective 
objectives. Lewy (1971) reported that Krathwohl, Bloom and 
Masia's taxonomy could be applied appropriately to 
emotional, aesthetic, preference, and taste responses to 
music.
A model of affective responses to music developed by 
the investigator, based on Leblanc's model (1980) of 
sources of variation in musical taste, is displayed in 
Figure 1. This model provides a visual order of the 
affective continuum (level 1), musical responses along the 
continuum (level 2), characteristics of these responses 
(level 3), and variables which influence musical responses 
(level 4). The minimum level Receiving indicates the 
listener is conscious of a musical stimulus, and is willing 
to receive it, not to avoid it. Emotional response is
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at the lower end of the Responding level, exhibiting a 
reaction to music, but very little internalization. This 
is a very low level of commitment in the sense that the 
listener exerts very little control over the response.
Aesthetic response (in level 2 of Figure 1) is placed 
at the higher end of Responding, and the lower end of 
Valuing. Focus, perception, intellect (cognition), 
familiarity, and emotion cause the listener to ascribe some 
worth and value to a musical stimulus. Musical preference 
occurs at the Valuing level, and is possibly a component of 
an aesthetic response. Musical preference represents more 
than a simple reaction to music, but less than a long-term 
commitment. Preference also indicates a value for a 
stimulus and implies that the listener is sufficiently 
committed to the music to pursue it, to seek it out.
The Organization level involves the integration of 
values into an individual's personal value system, and 
Characterization suggests behavior controlled by the 
integrated value system. Musical taste refers to a 
long-term commitment as evidenced by concert attendance, 
record buying habits, etc., and is usually classified in 
either the Organization or Characterization areas. The 
progressive internalization and range of affective musical 
responses along the continuum is illustrated in Figure 2.
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Figure 2. Taxonomy of Affective Responses to Music
24
Response Modes 
Research in music education has explored a number of 
response modes in an attempt to record listener aesthetic 
responses to music. Excellent reviews of literature on 
instrumentation for the measurement of music attitudes 
(Kuhn, 1981), operant approaches to motivation and affect 
(Greer, 1981), responses to music (Abeles, 1980), and 
attitude and preference (Wapnick, 1976) have described a 
multitude of indicators of aesthetic response, preference, 
and behavioral intent (taste). Physiological measures 
include heart rate, blood pressure, and galvanic skin 
response. Self-report measures include open-ended 
questions, paired comparisons, multiple choice scales, 
Likert scales, and semantic differentials. Behavioral 
measures depend on observation of overt responses to music 
(e.g. singing, verbalizing words, purchasing records, 
concert attendance).
Verbal Descriptors 
Aesthetic response to music has been studied primarily 
in terms of the listener's verbal descriptions of the 
experience (Eagle, 1971), and music awareness tests (Olson, 
1984). Three basic methods for gathering verbal 
descriptions are adjective checklists (Farnsworth, 1949; 
Hevner, 1935), semantic differentials, and various types of 
rating scales (Kuhn, 1981) . Berlyne (1974) systematically
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varied factors that collectively constitute an aesthetic 
experience to determine their effect on aesthetic response. 
Berlyne maintained that aesthetic research must focus on 
the properties of the music itself (melody, rhythm, form, 
etc.), concentrate on motivational questions, study 
non-verbal as well as verbal judgments, and link aesthetics 
with other psychological behavior.
In an attempt to assess aesthetic response to music, 
educators must elicit a verbal response from students as 
part of the listen/respond process. Verbal responses may 
include writing or circling words on a written page.
Studies have indicated students have vocabulary difficulty 
with verbal responses regarding perceptions of certain 
music elements (Hair, 1977, 1987; Van Zee, 1976; Webster 
and Schlentrich, 1982). Written answer sheets which 
require children to circle a "yes" or "no" to identify 
identical or different matched pairs were a better display 
of knowledge than free verbalizations describing changes in 
the music (Hair, 1977).
The use of language to describe music is an ongoing 
problem as children age (Flowers, 1984; Hair, 1981). In 
spite of this verbal barrier, research indicates that as 
children get older their discriminating abilities become 
more refined. Older children identify changes in music 
more accurately than do younger children (Petzold, 1963;
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Hair, 1987). Children can make single discriminations 
consistently during a listening task, and the ability to 
make double discriminations (labelling two elements that 
change in a single excerpt) appears to be developed through 
maturity and experience (Sims, 1991).
In a study designed to observe children's ability to 
make multiple discriminations, Cassidy and Colwell (1993) 
found that children's labelling of articulation and timbre 
characteristics improved in the fourth grade and remained 
stable in the fifth grade. Tempo discriminations were 
stable between third and fourth grade, but improved in 
fifth grade. Data indicated children could make multiple 
discriminations. Music instruction has been found to 
increase students' ability to identify and discriminate 
characteristics of music (Flowers, 1984; Sims, 1991).
CRDI Measurement of Responses 
Many responses to music come after-the-fact, when the 
music ceases (Madsen, 1990). Questionnaires, rating 
scales, and verbal descriptions of music are completed 
after the listening experience is completed. A festival 
judge summarizes a complex of information into a single 
rating after the ensemble's performance has ended. Talking 
into a tape player, or writing during the performance 
forces attention away from the performance. Herberger 
(1983) asked students to write observations, subjective
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impressions, and evaluations on a form as prompted by the 
investigator while listening to music. This task 
interfered with, altered, and even stopped students'
experience with the music at certain time intervals. Music
moves through time, and aesthetic responsiveness involves a 
temporal element; therefore, it seems important that there 
be a way of measuring that experience as it happens.
Measuring responses during music presentations is now 
possible by combining a microcomputer with the Continuous 
Response Digital Interface (CRDI), a device developed at 
the Center for Music Research at The Florida State
University to measure musical responses in real-time. The
CRDI is connected to a traditional computer which can 
process data across a 255 point continuum at a rate of 
10,000 times per second. The CRDI device can assign any 
category, field, or variable to degrees on a dial, and thus 
to the digital computer readout (Gregory, 1989). The 
computer/CRDI microsystem processes listeners' temporal 
reaction to music stimuli while the music is being heard, 
and proved to be a reliable tool for accurate measurement 
of various musical responses (Capperella, 1989; Gregory, 
1989; Madsen, 1990).
Rentz (1992) measured musicians' and non-musicians' 
aural perception of orchestral instrument families using 
the CRDI. Subjects tracked the entrances of five
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orchestral families across time with the CRDI while 
listening to Copland's Billv the Kid. In a similar study, 
Smith (1993) assessed subjects' aural awareness of musical 
changes in Britten's Young Persons's Guide to the Orchestra 
using the CRDI dial to follow the progression of 
instrumental changes through the music.
The CRDI is also a reliable tool in reporting musical 
responses of special populations. In a unique study by 
Madsen, Capperella-Sheldon, and Johnson (1991), the CRDI 
device was used to record various responses of mentally 
handicapped children, physically handicapped children, and 
non-handicapped children to music. No differences were 
found between non-handicapped and handicapped childrens' 
ability to listen with discrimination to music.
As an evaluative device, the CRDI has been used to 
compare auditory versus auditory and visual aspects of 
marching band shows (Johnson, 1990); to evaluate choral 
performances (Robinson, 1988); to document expert, self, 
and high school students' evaluations of novice choral 
conductors (Robinson, 1993) and expert and self evaluations 
of middle school band performance (Byo & Brooks, 1994).
This device has been reliable in reporting listener 
preferences for different music elements. College students 
used two CRDI devices to simultaneously register preference 
for musical examples and classify the examples by style
(Brittin, 1989) . In another study, preschool children 
listened to a variety of world culture-specific music 
examples and moved the CRDI dial through happy to sad faces 
to indicate preferences and reactions to the various styles 
and sounds. Children, in a non-verbal manner, indicated 
they could differentiate among music examples, and that 
they had various individual preferences (Edenfield, 1989). 
Brittin and Sheldon (1993) found no difference between CRDI 
preference responses and static preference responses among 
musicians; however, CRDI preference ratings were more 
positive than static preference ratings among 
non-musicians.
The CRDI device could have pertinent application in 
the study of aesthetic experience. Madsen and Fredrickson 
(1993) used the CRDI to effectively measure reaction to 
musical tension and release; Madsen, Byrnes, 
Capperella-Sheldon, and Brittin (1993) conducted five 
experiments with the CRDI to assess aesthetic responses of 
music and non-music majors to recognized vocal and 
instrumental musical excerpts. In this study, results 
indicated that training made no difference in aesthetic 
response to music. In a related study, Madsen, Brittin, 
and Capperella-Sheldon (1993) utilized the CRDI to measure 
30 faculty and advanced graduate students' aesthetic 
responses to a 20-minute excerpt of Puccini's La Boheme.
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Aesthetic responses clustered around many of the same 
places across groups, and most aesthetic responses were 
fifteen seconds or less in duration.
Sheldon (1993) used the CRDI to investigate 
self-perception of the aesthetic experience among musicians 
and non-musicians in response to the "Chaconne" of Holst's 
First Suite in Eb for Military Band. Results indicated 
that compositional complexity solicited an aesthetic rise. 
In addition, 98 percent of the subjects said movement of 
the CRDI dial corresponded to variations in aesthetic 
experience.
Need for the Study
In his speech to the Florida Bandmasters Association,
Wickes (1991) referred to the importance of aesthetics in
instrumental music education:
Music teaches aesthetics--the ability to 
recognize and appreciate beauty, to be 
sensitive, to have feeling, and to 
interpret intelligently and tastefully. 
Instrumental music allows us to take . . . 
dry, technically difficult techniques 
and use them to create emotion.
Whitwell (1972) charged band directors not to lose 
their aesthetic bearing in the classroom. He asserted that 
the conductor is responsible for his/her code of aesthetics 
and must accept responsibility for what he places before 
his students. Nelson (1994) affirmed the relevance of 
aesthetic experience in education:
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We react to nearly everything around us with some 
kind of emotion, and our expressions of these 
responses, whether in music, poetry, painting, 
sculpture, architecture, photography, dance, or 
film, are what the fine arts are all about. A 
missed opportunity to develop a student's mind and 
personality, of which feelings are a vital part, 
is one that may never come again, for when they 
leave school, it is probably too late. Aesthetic 
experiences, then, are not only relevant; they are 
fundamental (p. 27).
Former President George Bush, in a letter to the Music
Educators National Conference, supported music education by
stating that "a person whose critical, creative, and
aesthetic faculties have been refined by education in music
is greatly blessed" (1991, p.10).
It would appear that music education as aesthetic 
education is a concern among many secondary school music 
educators. Siverson (1990) asked 507 high school band 
directors how important aesthetics was to the school 
instrumental program. The vast majority agreed that 
aesthetic outcomes were an integral part of the high school 
band program, and if located in an "ideal" situation, most 
would increase time spent on aesthetic-focused activities. 
Many situations, however did not allow for adequate 
teaching toward aesthetic outcomes, and most music 
educators reported that they spent most of their time doing 
utilitarian-focused activities that impeded their teaching 
toward aesthetics.
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There is a paucity of research which measures band 
students’ aesthetic response to wind band music. In order 
to address the challenge set forth earlier that music 
education should heighten aesthetic sensitivity and provide 
opportunities for aesthetic response to music, the accurate 
measurement of aesthetic experience within the performance 
ensemble seems imperative.
The subjective, personal nature of aesthetic response 
does not easily lend itself to evaluation. However, 
factors that collectively contribute to an aesthetic 
response have been defined, described, and categorized as 
perception, familiarity, intellectual response and 
emotional response (Abeles, 1980; Broudy, 1978; Hoffer,- 
1983; Knieter, 1971; Konecni, 1982; Langer, 1976; Madsen 
and Madsen, 1970; Meyer, 1956; Pike, 1972; Price, 1986; 
Radocy and Boyle, 1979; Reimer, 1970).
The Continuous Response Digital Interface makes it 
possible to unobtrusively focus attention toward a music 
stimulus as opposed to an unrestricted listening 
environment. Comparison of verbal and Likert scale 
responses to familiar music and unfamiliar music addresses 
the characteristic of familiarity. Verbal descriptions of 
the technical elements of a musical selection, the mood of 
the music, and feelings created by the music report 
intellectual and emotional responses. Examination of the
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responses to these individual factors can provide data to 
substantiate or refute their relationship to the aesthetic 
response.
Purpose of the Study 
The present study was designed to investigate and 
compare junior high and high school students' responses to 
selected wind band music across variables that researchers 
contend may collectively contribute to an aesthetic 
experience: Focus of attention, familiarity, intellectual 
response, and emotional response. The primary goal of the 
study was the investigation and evaluation of the extent to 
which these variables are present when young musicians 
listen to music using Likert scale responses and written 
verbal descriptors. A secondary goal of the investigation 
was the investigation and comparison of preference 
responses and the examination of behavioral intent 
responses between and within groups across music 
selections.
METHOD
According to research, four variables that contribute 
to an aesthetic experience are focus of attention 
(perception), familiarity, intellectual response, and 
emotional response. For purposes of this study, preference 
is considered an emotional response (Krathwohl et al., 
1964). Secondary instrumental students' responded to 
selected wind band music across these elements.
Subjects
One hundred twenty male and female band students 
representing one junior high school and two high schools in 
a large southern metropolis served as subjects. Students 
were assigned to one of two independent groups according to 
grade level, school, and ensemble membership.
The junior high school group (n = 60) consisted of 
eighth-grade band students. Formal music experience 
included membership in a beginning band prior to current 
participation in the junior high band program. Additional 
musical experience varied from none to piano instruction to 
membership in other performing ensembles at the junior high 
school.
The high school group (n, = 60) consisted of eleventh- 
and twelfth- grade students enrolled in one of two high 
school band programs--High School "A" (n = 30), or High 
School "B" (n = 30). Formal music experience included 
membership in a beginning and junior high band prior to
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current participation in a high school band program. 
Additional musical experience varied from none to piano 
instruction to membership in other performing ensembles at 
the high school level.
Focus of Attention
Junior high and high school subjects were randomly 
assigned to one of two listening tasks designed to control 
focus of attention, resulting in the division of each 
independent group into two subgroups:
1) Focused Listening Task: While listening to the
stimulus tape, subjects' movement of a CRDI dial 
to indicate operant preference responses focused 
attention and concentration toward the stimulus.
2) Unfocused Listening Task: While listening to the
stimulus tape, subjects' attention was not 
guided or directed toward the stimulus.
Subjects listened in an unrestricted listening 
environment.
Familiarity
Two levels of familiarity germane to this study were 
genre and piece-specific familiarity. Genre familiarity, 
common among all subjects, was a general familiarity to 
wind band music or similar music through membership in a 
band program. Piece-specific familiarity involved 
particular pieces, unique to each of the three school 
groups, that had been heard, practiced, and performed.
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The stimulus tapes consisted of two excerpts--one from 
a piece subjects had practiced and performed with their 
school band at a concert band festival prior to this study, 
and an unfamiliar piece of music. Whereas the familiar 
excerpt varied among groups, the unfamiliar excerpt 
remained constant across groups. A flow chart of the 
design incorporating subjects, focus of attention and 
familiarity is displayed in Figure 3.
Measurement Techniques
Upon conclusion of the listening task, subjects 
completed a questionnaire pertaining to the music stimuli. 
The effects of focus of attention and familiarity were 
measured by Likert Scale ratings for preference, perception 
of musical elements, and behavioral intent. Subjects' 
intellectual and emotional responses were represented by 
written verbal descriptions. Figure 4 shows the 
questionnaire which organizes responses in the following 
order: Preference--Question 1; Intellectual 
Responses--Questions 2 and 3; Emotional Responses-- 
Questions 4 and 5; Behavioral Intent--Questions 6 and 7.
All subjects indicated preference ratings, musical 
element perception ratings, and behavioral intent ratings 
for the familiar and unfamiliar music by circling numbers 
on a Likert continuum from one (most negative response) to 
seven (most positive response).
SUBJECTS 
H = 120
JUNIOR HIGH
a ■ 60
HIGH SCHOOL
a - 60
FOCUSED 
/ a  = 30
<vUNFOCUSED 
a = 30
FOCUSED
/  a  = bo
\ UNFOCUSED 
a = 30
FAMILIAR
UNFAMILIAR
FAMILIAR
UNFAMILIAR
FAMILIAR
UNFAMILIAR
FAMILIAR
UNFAMILIAR
Figure 3. Design Flow Chart
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1. Did you like the music? (l=Dislike 7=Like)
1 2 3 4
Dislike Neutral
7
Like
2. How m uch did the following qualities stand out as you listened to the music?
Circle the number that bests represents how much the following musical qualities stood out 
to you as you listened to the music. (l=Stood out very little 7=Stood out a lot)
Melody 1 2
Stood out verv little
Dynamics 7 6
(Loud / Soft) Stood out a lot
The sounds of 1 2
the different Stood out very Little
instruments
4
N eutral
4
N eutral
4
N eutral
6 7
Stood out a lot
2 1
Stood out very little
6 7
Stood out a lot
Tempo 7 6
(Fast/Slow) Stood o u t a lot
Rhythm
Harmony
1 2 
Stood out very little
7 6
Stood out a lot
5
3
5
4
N eutral
4
N eutral
4
N eutral
3
5
3
2 1
Stood out very little
6 7
Stood out a lot
2 1
Stood out verv little
3. Briefly describe what you heard in the music.
4. Briefly describe the mood of the music.
5. Briefly describe the feeling (or feelings) the music gave you as you listened.
6. If given the chance, would you like to play this music? (1=Would not play 7=Would play)
7 6 5 4 3 2 1
Wbuld Play Neutral Would not play
7. Would you attend a live concert of this music? (1 = Would not attend 7=Would attend)
1 2 3 4 5 6 7
Wbuld not Attend Neutral Would Attend
Figure 4. Music Questionnaire
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Subjects were directed to choose their own words in 
responding to questions intended to elicit intellectual and 
emotional reactions to the music stimuli. Specifically, 
written responses described what was heard, the mood of the 
music, and personal feelings created by the music. These 
responses, catalogued and assigned to one of four 
categories modeled after Cassidy and Speer (1990), provided 
data relative to the intellectual and emotional aspects of 
the aesthetic response. Categories and additional 
subcategories are analytical descriptors (technical and 
nontechnical), figurative descriptors (similes, metaphors, 
emotional, extramusical, and movement), value judgments 
(positive or negative), and other (miscellaneous 
descriptors).
Preference Ratings
Question 1 provided after-the-fact overall preference 
ratings. The preference question was placed first on the 
questionnaire (1) to allow subjects to report unbiased, 
reactive responses to the music stimulus, clear of any 
influence of subsequent questions and (2) to solicit an 
immediate response following the focused listening task, 
during which subjects continually evaluated preference. 
Intellectual Responses
Question 2 required subjects to respond intellectually 
to the aesthetic qualities of music: Melody, dynamics, 
timbre, tempo, rhythm, and harmony. Aesthetic response.
according to Reimer (1970), is influenced by the aesthetic 
qualities of music. Subjects were asked to determine the 
prominence of these six musical elements by making Likert 
scale judgments for each.
The placement of this question in the second position 
was motivated by research that shows students have trouble 
sharing verbal responses regarding perceptions of certain 
musical information (Hair, 1981; Van Zee, 1976; Webster and 
Schlentrich, 1982). Because Question 3 required free 
operant verbal responses, Question 2 was purposely placed 
ahead of Question 3 in order to stimulate the cognitive 
processes of recall and association, to prompt terminology, 
and to encourage written descriptions of the music. 
Emotional Responses
Emotional responses can be divided into extrapersonal 
and intrapersonal responses (Abeles, 1980; Crickmore, 1968; 
Pike, 1972; Price, 1986; Radocy and Boyle, 1979; Young, 
1973). Although identification of the mood of the music 
(extrapersonal) and emotional responses to the music 
(intrapersonal) are considered affective responses, the 
relationship between the two responses is not clear. While 
some experts categorize mood of the music and personal 
feelings as a single response toward the music (Abeles,
1980; Crickmore, 1968; Radocy and Boyle, 1979), others 
classify the mood of the music separately from emotion or 
feeling (Pike, 1972; Price, 1986; Young, 1973).
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Whereas Question 4 elicited free operant descriptions 
of the mood of the music, Question 5 required free operant 
descriptions of the emotions/feeling(s) created by the 
music. Written verbalizations were categorized similarly 
to the Cassidy and Speer (1990) model, and terminology for 
Questions 4 and 5 was compared to determine whether 
students separate or combine the two affective responses 
while listening to music.
Behavioral Intent Ratines
Questions 6 and 7, derived from the affective domain 
continuum ( Krathwohl et al., 1956; Price and Yarbrough, 
1987), were sources for data concerning behavioral intent, 
musical taste, and attitude.
Equipment
A schematic diagram of the Continuous Response Digital 
Interface as utilized in previous research and audiosystem 
used in this study is shown in Appendix A. Although the 
CRDI is capable of recording responses in real time, the 
unit served only as a focusing agent in this study. In 
this manner, the CRDI was utilized as an independent 
variable to focus the attention of half the subjects toward 
the music stimulus (through preference responses) as 
opposed to the unrestricted listening environment of the 
other half of the subjects (see Figure 3).
The CRDI pointer was located above a response overlay 
which was attached to a plexiglas surface. The overlay was
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designed to cue temporal preference responses without the 
specificity of visible numerical scale degrees. The 
preference response overlay (see Appendix C) was visibly 
divided into three zones: "I don't like the music," 
"neutral", and "I like the music." These zones were 
arranged along the two hundred fifty-five degree arc 
continuum respectively from left ("I don't like the music") 
to right ("I like the music"). Focused listening task 
subjects (n = 60) indicated preference responses 
continuously by guiding the CRDI pointer to corresponding 
zones on the arc continuum of the overlay while listening 
to the stimulus tape (Edenfield, 1989; Gregory, 1989;
Rentz, 1992; Smith, 1993).
Audiosvstem
An audiosystem was devised to present the stimulus 
tape to each subject. Equipment comprising the audiosystem 
included a Sony HX Pro Model TC-WR570 stereo dual cassette 
tape deck with Dolby noise reduction, a JVC JR-S100 Stereo 
Receiver/Amplifier, and four pairs of Realistic LV-10 
stereo headphones. External speakers were not used in the 
audiosystem, and the stimulus tape volume was monitored by 
the investigator through headphones directly out of the JVC 
Amplifier.
Stimulus Taoes
Stimulus tapes consisted of familiar and unfamiliar 
musical excerpts used for the listening task. Familiar
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excerpts were compositions that had been rehearsed for 
concert performance at a district band festival by subjects 
prior to this study. Familiar selections varied according 
to group and school membership as follows: For the junior 
high school group, Chester. by William Billings, arranged 
by John Tolmage (Staff, 1992); for high school "A", 
Incantation and Dance, by John Barnes Chance (Boosey and 
Hawkes, 1964); for high school "B", Dedicatory Overture, by 
Clifton Williams (Edward B. Marks Music Corporation, 1964).
Criteria used in the selection of the unfamiliar music 
excerpt dictated that the music represent quality 
20th-Century original wind band repertoire composed by a 
respected composer; contain tempo changes, dynamic 
contrasts, texture changes, and percussion instruments; and 
be playable by a high school band and an above average 
junior high school band.
A panel of experts determined that Chorale and 
Alleluia by Howard Hanson met the above requirements. This 
work is significant in the wind band repertoire and appears 
on noted university repertoire lists (Good, 1983a, 1983b; 
Hornyak, 1983; Ostling, 1979; Waybright, 1990), high school 
basic repertoire guides (Band Director's Guide. 1989; The 
Instrumentalist. 1979), and state festival required music 
lists such as the Texas UIL and Arkansas All-State Required 
Music Lists. Band Directors at the subjects' individual 
schools verified that their students had not rehearsed or
44
played Chorale and Alleluia in the school band or any honor 
band. It, therefore, was selected as the unfamiliar music 
stimulus.
The familiar music selections were dubbed onto Maxell 
IEC Type I Normal Bias cassette tapes using a Sony HX Pro 
TC-WR570 stereo dual cassette deck with Dolby noise 
reduction. Chorale and Alleluia was edited during the 
dubbing process in consideration of the attention span of 
young subjects [optimal duration for junior high and high 
school students having been determined by results of a 
pilot study involving eighth-grade students (n = 16-) ] , and 
the length of each groups' familiar music. Four stimulus 
tapes presented the wind band selections as follows:
Tape l--Chorale and Alleluia (two versions were prepared to 
coincide with the length of the junior high and high school 
familiar excerpts; refer to Figure 5 for the timings of 
each excerpt); Tape 2--Junior High (a = 60)--Chester; Tape 
3--High School "A" (a = 30)--Incantation and Dance: and 
Tape 4--High School "B" (a = 30)--Dedicatory Overture. No 
verbal cues or instructions were included on the stimulus 
tape.
Design and Procedures 
Junior high and high school subjects were randomly 
assigned to one of four stimulus tape presentation 
conditions within each age level designed to control for 
order effects. Stimulus tape presentation conditions were
TAPE 1 :
Silence
Chorale and Alleluia 
(for Junior High Group)
Silence
Chorale and Alleluia 
(for High School Group)
TAPE 2 :
Silence
Chester
TAPE 3 :
Silence
Incantation and Dance 
(High School "A")
TAPE 4 :
Silence
Dedicatory Overture 
(High School "B")
9
2 ' 21 
5
3' 39 
9
2'10
9" 
3'32"
9" 
3 ' 37 "
Figure 5. Format of Stimulus Tapes
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as follows: (1) Junior High Focused Listening Task--Tape 1
followed by Tape 2; (2) Junior High Focused Listening
Task--Tape 2 followed by Tape 1; (3) Junior High Unfocused
Listening Task--Tape 1 followed by Tape 2; (4) Junior High
Unfocused Listening Task--Tape 2 followed by Tape 1; (5)
High School Focused Listening Task--Tape 1 followed by Tape 
3 or 4; (6) High School Focused Listening Task--Tape 3 or 4
followed by Tape 1; (7) High School Unfocused Listening
Task--Tape 1 followed by Tape 3 or 4; and (8) High School 
Unfocused Listening Task--Tape 3 or 4 followed by Tape 1. 
This resulted in the subdivision of each group into four 
counterbalanced subgroups shown in Figure 6.
Evaluative procedures for the junior high and high 
school subjects were administered at the subjects' band 
hall. Junior high and high school subjects participated in 
the study during the school day at times scheduled by the 
band director in order not to interfere with normal 
classroom activity. As a timesaving measure, subjects 
participated in groups of up to four. The CRDI and 
audiosystem were located in a room isolated from regular 
school activity distractions and traffic.
Upon entering the experimental environment, subjects 
were informally greeted and allowed a few moments to adjust 
to the new environment. The investigator provided 
introductory comments about the task and CRDI dial, and set 
a relaxed atmosphere by emphasizing that this was not a
JUNIOR HIGH STUDENTS - GROUP 1
Focused Listening 
Focused Listening 
Unfocused Listening 
Unfocused Listening
Tape 1, 2 (11=15)
Tape 2, 1 (11=15)
Tape 1, 2 (11=15)
Tape 2, 1 (11=15)
HIGH SCHOOL STUDENTS - GROUP 2
Focused Listening Tape 1,3or4 (11=15)
Focused Listening Tape 3or4,1 (11=15)
Unfocused Listening Tape 1,3or4 (11=15)
Unfocused Listening Tape 3or4,1 (11=15)
Figure 6. Counterbalanced Group Presentation
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test with "right" or "wrong" answers, simply one's honest 
response to the music. Subjects were seated at a table 
upon which four CRDI stations were arranged. Partitions 
were positioned between the stations to visually isolate 
each subject and insure independent operant responses.
Two different sets of instructions were prepared to 
describe the nature of the listening/response procedures. 
Results of a pilot study indicated that instructions were 
worded in a clear and age-appropriate manner for each group 
(see Figures 7 and 8).
Each subject was handed the appropriate instruction 
sheet and allowed a few moments to adjust to the 
environment. To ensure complete coverage of the 
instruction sheets by all subjects, the appropriate 
instruction sheet was read out loud by the investigator as 
subjects followed along.
Subjects rehearsed movement of the CRDI pointer by 
maneuvering the dial across the arc as directed by the 
investigator. As the investigator talked through a 
fictitious performance scenario spanning all preference 
zones, subjects moved the CRDI dial accordingly. During 
this brief orientation task, the investigator casually 
observed each subject's dial movement to confirm proper 
operation of the device. Once the instructions were read, 
practice session completed, and questions answered, the 
subjects began listening to the appropriate stimulus tape.
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INSTRUCTIONS
You will be asked to respond to two different excerpts of band 
music. There are no right or wrong answers--only your honest 
reaction to each excerpt. For each excerpt, follow these 
instructions:
THE FOLLOWING STEPS WILL BE USED FOR BOTH MUSICAL 
EXCERPTS :
STEP #1.LISTEN TO THE MUSICAL EXCERPT AND OPERATE THE 
DIAL WHILE LISTENING
While listening to the excerpt, you will move the dial on the 
table in front of you to indicate your opinion of the music. That 
is, we want to know if you like or dislike what you hear while the 
music is playing.
As you listen to each example, the sensitive dial will measure 
your response to the music in precise degrees and register the 
slightest movement. Any time you like what you hear, move the 
dial toward the right--the stronger you like the music, the 
farther to the right you should move the dial. Should you not like 
the music at any time, move the dial toward the left--the stronger 
you don't like the music, the farther to the left you should move 
the dial. Should you feel neutral about the music--neither like 
nor dislike what you hear--move the dial to the "Neutral" Area.
Please evaluate constantly as y o u  listen, moving the dial 
as slowlv. guicklv. and/or frequently as vou wish along
the curve to accurately depict vour response £2__£h&
mu sic.
STEP #2. FILL OUT THE RESPONSE FORM FOR THE MUSICAL EXCERPT
After you have completed listening and moving the dial to 
indicate your preference for the music, you will be instructed to 
answer the Response Sheet questions with the pencils provided.
ARE THERE ANY QUESTIONS? PLEASE PLACE THE DIAL IN THE
NEUTRAL AREA AND PUT ON THE HEADPHONES
Figure 7. Focused(CRDI) Listening Task instructions
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INSTRUCTIONS
You will be asked to respond to two different excerpts of band 
music. There are no right or wrong answers--only your honest 
reaction to each excerpt. For each excerpt, follow these 
instructions:
THE FOLLOWING STEPS WILL BE USED FOR BOTH MUSICAL 
EXCERPTS :
STEP #1...LISTEN TO THE MUSICAL EXCERPT
STEP #2... FILL OUT THE RESPONSE SHEET FOR THE
MUSICAL EXCERPT
After you have completed listening to the music , please answer
the Response Sheet questions with the pencils provided.
ARE THERE ANY QUESTIONS? PLEASE PLACE THE DIAL IN THE
NEUTRAL AREA AND PUT ON THE HEADPHONES
Figure 8 . Unfocused Listening Task Instructions
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The musical selections were identified only as wind band 
music, and no supplementary information was provided to 
subjects.
Each group of subjects was scheduled in a 20-minute 
time frame, according to the following sequence of events: 
(A) orientation (3' 0"); (B) listening/response to Excerpt
#1 (41 0"); (C) completion of Excerpt #1 Response Form (4'
0"); (D) listening/response to Excerpt #2 (4' 0"); (E)
completion of Excerpt #2 Response Form (4'0"); and 
completion of a student information form ( 1' 0"). This 
form was designed to provide demographic information as 
well as helpful opinions and comments about the task and 
effectiveness of the CRDI dial (Figure 9).
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STUDENT INFORMATION FORM
FOCUSED (CRDI)_____ UNFOCUSED____ GROUP
SCHOOL.
GRADE___________________  AGE
YEARS IN BAND(count this year and your beginning year)
ADDITIONAL COMMENTS (optional):
Figure 9. Student Information Form
RESULTS
The purpose of this study was to investigate 
secondary school students' responses to wind band music. 
Attention to the stimulus, familiarity, intellectual 
response, and emotional response, identified in research 
as characteristics of an aesthetic response, were 
examined. Junior high and high school students were 
randomly assigned to one of two listening conditions. In
order to isolate focus of attention, subjects in a focused 
listening condition indicated preferences while listening 
to each excerpt by operating a Continuous Response Digital 
Interface dial. Subjects in an unfocused listening 
condition listened to each excerpt in an unrestricted 
environment.
It is difficult to measure with assurity the extent 
to which focus occurs when people are asked to direct 
their attention during an auditory activity such as 
listening to music. It is speculated that students in the 
focused listening condition directed their attention 
toward the music stimuli as evidenced by the range (40 to
255) of subjects' CRDI dial movement, and observed
differences in overt behavior between listening condition 
students during the listening task. Although observations 
were non-systematic in nature, nearly every subject in the 
focused listening condition manipulated the CRDI dial for 
the duration of the listening task. On the other hand, a
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number of students in the unfocused listening condition 
demonstrated behavior ranging from looking about the room 
to some quiet talking.
Upon completion of the prescribed listening task, 
subjects responded to items on a questionnaire. The 
effects of focus of attention and familiarity were 
measured by Likert Scale ratings for preference, 
perception of musical elements, and behavioral intent. 
Subjects' intellectual and emotional responses were 
represented by written verbal descriptions.
Preference--Question #1
Using a 7-point Likert scale (anchored by dislike and 
like), subjects assigned a preference rating at the 
completion of the listening task for both the familiar and 
unfamiliar excerpts. The unfamiliar excerpt for both 
groups was Chorale and Alleluia. The familiar excerpt for 
the junior high group was Chester, for high school "A", 
Incantation and Dance, and for high school "B," Dedicatory 
Overture. By combining the mean preference ratings for 
the familiar and unfamiliar excerpts within each group, a 
general comparison of preferences for wind band music 
between junior high and high school groups was possible. 
These numerical ratings served as data for a statistical 
investigation using a Three-Way Analysis of Variance 
(ANOVA) with Repeated Measures (familiarity) which tested
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effects of group membership and prescribed listening task 
on preference ratings.
As can be seen in Table 1, a significant difference 
between groups, £(1,116) = 19.03, p <  .05, indicated that 
preference ratings were dependent on group membership. 
Preference responses of high school students (M = 6.0) 
were significantly more positive for the band music used 
in this study than those of junior high students (M =
4.9). Within groups, there was no significant difference 
between the focused (CRDI) listening responses and the 
unfocused listening responses, £(1,116) = .23, p > .05. 
Group means and standard deviations for assigned ratings 
by familiarity and preference are displayed in Table 2.
A significant two-way interaction due to the main 
effects of familiarity and group membership, £(1,116) = 
4.11, p < .05, is depicted in Figure 10. High school 
subjects rated the familiar excerpt higher (M = 6.2) than
the unfamiliar excerpt (M = 5.8); interestingly, junior 
high subjects rated the familiar excerpt (M = 4.7) lower 
than the unfamiliar excerpt higher (JJ = 5.1). Both 
excerpt ratings by junior high subjects were lower than 
both high school excerpt ratings.
Musical Elements--Question #2 
Using 7-point Likert scales (anchored by stood out 
very little and stood out a lot), subjects assigned an 
overall rating to each of five specifically labelled
Table 1
Summary Table: Three-Wav ANOVA with Repeated Measures on 
Assigned Preference Ratings
SQVMSS_______________EE______ SS_______ US________ E______ E
AGE GROUP 1 68.27 68.27 19.03 .01’
LISTENING TASK 1 .82 .82 .23 .63
AGE GROUP*LISTENING TASK 1 4.27 4.27 1.19 .28
Subject(Group) 116 416.23 3 .60
FAMILIARITY 1 .15 .15 .08 .78
FAMILIARITY*AGE GROUP 1 8.07 8.07 4.11 .04’
FAMILIARITY*LISTENING TASK 1 .42 .42 .21 .65
FAMILIARITY*AGE GR.*L.TASK 1 1.67 1.67 .85 .36
FAMILIARITY*Subj ect(Group 116 229.37 1.97
Note: * = E < -05
Table 2
Group Means and Standard Deviations of Overall Preference 
Ratings bv Familiarity
Sourco Junior High High School
M &
(SD) (SD)
Overall Preference 4.9 6.0
(2 .0 ) (1 .2 )
Preference for 4.7 6.2
Familiar Excerpt (2.1) (1.2)
Preference for 5.1 5.8
Unfamiliar Excerpt (1.9) (1.3)
O HIGH SCHOOL ■ JUNIOR HIGH
2
0
8
6
A
2
0
8
6
FAMILIAR UNFAMILIAR
Figure 10. Preference Rating Means by Group 
by Familiarity (Repeated Measures) Interaction
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musical elements for both excerpts: Melody, dynamics, 
timbre, tempo, rhythm, and harmony. Numerical ratings 
reflected subjects' perception of the degree to which each 
element stood out in both the familiar and unfamiliar 
excerpt, and served as data for a set of Three-Way ANOVAs 
with Repeated Measures which tested the effects of group, 
membership and listening task across perception of musical 
elements.
Unfamiliar Music 
Table 3 displays results of a Three-Way ANOVA with 
Repeated Measures comparing age group and listening task 
across musical element ratings for the unfamiliar excerpt, 
chorale and Alleluia. A significant difference between 
groups, £(1,116) = 10.37, p < .05, indicated that when 
ratings for all musical elements were combined, perception 
of these elements for Chorale and Alleluia were dependent 
on group membership. Overall high school ratings 
(M = 5.8) were significantly higher than junior high 
ratings (M = 5.2). Also, perception ratings of the 
musical elements in Chorale and Alleluia were 
significantly different across elements, £(5,580) = 5.49, 
p ^ .05. Table 4 presents means and standard deviations 
for each musical element rating by group membership.
Ratings indicated that subjects perceived that the 
elements of harmony (M = 5.9) stood out substantially more 
than timbre or tempo (both M = 5.3).
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Table 3
Summary Table: Three-Wav AISTOVA with Repeated Measures on 
Musical Element: Ratings for "Chorale and Alleluia"
SOURCE DP SS MS F D
AGE GROUP 1 63 .01 63 .01 10.37 .01*
LISTENING TASK 1 .01 .01 .01 .96
AGE GROUP*LISTENING TASK 1 5.17 5.17 .85 .36
Subject(Group) 116 704.97 6.08
ELEMENTS 5 33 .67 6.74 5.49 .01*
ELEMENTS*AGE GROUP 5 6.40 1.28 1.04 .39
ELEMENTS‘LISTENING TASK 5 9.63 1.93 1.57 .17
ELEMENTS‘AGE GROUP*L.TASK 5 <3 00 o 3 .58 2.91 .01*
FAMILIARITY*Subject(Group) 580 711.26 1.23
Note: * = E < -05
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Table 4
Means and Standard Deviations on Musical Element Ratings 
bv Group for "Chorale and Alleluia"
Group Melody Harmony Rhvthm Timfar.ft T.gfflP<?. PVBflffllg.g.
H H U H H & B
(SD) (SD) (SD) (SD) (SD) (SD) (SD)
High School
Focused 5.6
(1.1)
6.0
(1.3)
6.0
(1.3)
5.9
(1.2)
5.5
(1.5)
5.2
(1.7)
Unfocused 6.0 
(1.1)
6.0
(1.2)
5.8
(1.4)
5.5
(1.3)
5.8
(1.2)
6.1
(1.2)
Overa11 5.8
(1.1)
6.0
(1.2)
5.9
(1.3)
5.7
(1.3)
5.7
(1.4)
5.7
(1.4)
5.8
(1.3)
Junior High
Focused 5.4
(1.2)
5.6
(1.5)
5.6
(1.4)
4.9
(1.5)
5.0
(1.5)
5.2
(1.1)
Unfocused 4.8
(1.6)
6.0
(1.8)
5.1
(1.6)
5.1
(1.8)
4.9
(1.7)
4.9
(1.7)
Overall 5.1
(1.4)
5.8
(1.6)
5.4
(1.5)
5.0
(1.6)
5.0
(1.6)
5.1
(1.4)
5.2
(1.6)
Composite
5.5
(1.3)
5.9
(1.4)
5.6
(1.4)
5.3
(1.5)
5.3
(1.5)
5.4
(1.5)
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Results of the ANOVA also indicated that perception 
of the musical elements for Chorale and Alleluia was not 
dependent on listening task assignments, £(1,116) = .01, 
p > .05. In this regard, there was no significant 
difference between focused (CRDI) and unfocused listening 
task subjects across groups.
A significant three-way interaction among elements, 
age group, and listening task, £(1,580) = 2.91, p <, .05, 
is depicted in Figure 11. Regarding the elements of 
melody, rhythm, timbre, and tempo, there was a great 
disparity among groups in the ratings. Regarding the 
elements of harmony and dynamics, there was agreement 
among three of the groups on ratings with one group being 
substantially higher or lower. Additionally, junior high 
students' perception ratings for the elements seemed to 
fluxuate more than high school students' ratings between 
the focused and unfocused listening task subjects.
Although perception ratings for the elements varied 
within groups between listening tasks (as evidenced by 
crossed graph lines within each group in Figure 11), high 
school students were generally more cognizant than junior 
high students of each elements' presence in the music, 
with the exception of harmony and dynamics.
Familiar Music 
Given that three different familiar pieces were 
utilized in this study, separate analyses of variance were
MELODY HARMONY RHYTHM TIMBRE TEMPO DYNAMICS
O  JUNIOR HIGH FOCUSED 
•  JUNIOR HIGH UNFOCUSED 
□  HIGH SCHOOL FOCUSED 
■  HIGH SCHOOL UNFOCUSED
Figure 11. Perception Rating Means for Age Group by 
Listening Task by Elements (Repeated Measures) 
Interaction for Chorale and Alleluia
63
used to test possible influences of prescribed listening 
tasks across the six specified musical elements within 
groups and by school for each familiar excerpt. Results 
by individual schools are displayed in Tables 5, 6, and 7. 
Individual musical element means and standard deviations 
are listed by school according to listening task in Table 
8.
High School "A"--Incantation and Dance
For high school "A," there was no significant 
difference in overall ratings between the focused (CRDI) 
and unfocused listening groups, £(1,28) = .01, p > .05, no 
significant difference among ratings of the elements, 
£(5,28) = 1.65, p > .05, nor a significant interaction, 
£(5,28) = 1.33, p > .05. Overall mean ratings ranged from 
6.3 for dynamics to 5.5 for harmony. These subjects 
perceived all 6 elements stood out equally and were quite 
prominent.
High School "B"--Dedicatory Overture
As with high school "A", there was no significant 
difference for high school "B" in overall ratings between 
the focused (CRDI) and unfocused listening groups, £(1,28)
= .01, p > .05, no significant difference among ratings of 
the elements, £(5,28) = 1.63, p > .05, nor a significant 
interaction, £(5,28) = .78, p > .05. Overall mean ratings 
ranged from 5.9 for timbre to 5.2 for harmony.
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Table 5
Summary Table: ANOVA on Musical Element Ratings for High 
School "A": "Incantation and Dance"
SOURCE________________EE_______ SS_________ US___________E______E>
LISTENING TASK 1 .02 .02 .01 .93
Subject (Group) 28 97.02 3.47
elements 5 8.62 1.72 1.65 .15
ELEMENTS*LISTENING TASK 5 6.93 1.39 1.33 .27
ELEMENTS*Subject(Group) 140 146.32 1.05
Table 6
Summary Table: ANOVA on Musical Element Ratings for High 
School "B":"Dedicatory Overture."
SOURCE DP ss MS P P
LISTENING TASK 1 .02 .02 .01 .96
Subject(Group) 28 165.90 5.93
ELEMENTS 5 8.62 1.72 1.63 .16
ELEMENTS*LISTENING TASK 5 4.11 .82 .78 .57
ELEMENTS*Subject(Group) 140 148.31 1.06
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Table 7
Summary Table: ANOVA on Musical Element Ratings for 
Junior High: "Chester"
LISTENING TASK 1 17 .78 17 .78 1.85 .18
Subject(Group) 58 558.49 9.63
ELEMENTS 5 37 .87 7.57 6.17 .01*
ELEMENTS*LISTENING TASK 5 7.69 1.54 1.25 .28
ELEMENTS*Subj ect(Group) 290 355.78 1.22
Note: * = 2 < .05
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Table 8
Means and Standard Deviations of Musical Element Ratings for
Familiar Excerots bv Individual Schools and Listenincr Tasks
Grout)
&
(SD)
Harmony
&
(SD)
Rhvthm
&
(SD)
. Ximfexe. 
H 
(SD)
Temno
H
(SD)
Dynamics
H
(SD)
Incantation 
and Dance
High School "A"
Unfocused 5.8
(1.2)
5.5
(1.3)
6.1 
( -9)
6.1 
( -9)
6.1
(1.1)
6.2
(1.0)
Focused 6.0
(1.2)
5.6
(1.2)
5.3
(1.3)
5.9 
( .9)
6.0
(1.5)
6.4
(1.7)
Overall 5.9
(1.2)
5.5
(1.3)
5.8
(1.4)
6.0 
( -9)
6.0
(1.3)
6.3
(1.4)
Dedicatory
Overture
High School " B "
Unfocused 5.4
(1.3)
5.4
(1.5)
5.6
(1.6)
5.9
(1.2)
5.9
(1.1)
5.7
(1.0)
Focused 5.9
(1.0)
5.0
(1.9)
5.9
(1.4)
5.9
(1.1)
5.7
(1.3)
5.4
(1.5)
Overall 5.7
(1.2)
5.2
(1.7)
5.7
(1.5)
5.9
(1.1)
5.8
(1.2)
5.6
(1.3)
Junior High
Unfocused 4.9
(1.4)
4.6
(1.4)
5.0
(1.7)
4.3
(1.6)
5.0
(1.7)
5.0
(1.7)
Focused 4.9
(1.4)
5.3
(1.5)
5.5
(1.8)
4.5
(2.0)
5.8
(1.3)
5.5
(1-8)
Overall 4.9
(1.4)
4.9
(1.5)
5.3
(1.8)
4.4
(1.8)
5.4
(1.6)
5.3
(1.8)
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Junior High--Chester
There was no significant difference due to listening 
task, F(l,58) = 1.85, £ > .05. There was, however, a 
significant difference among element ratings,
F(5,290) = 6.17, p. < .05, indicating that perception 
ratings of the most pronounced element (tempo M = 5.4) 
were substantially higher than the least pronounced rating 
(timbre M = 4.4). There was no significant two-way 
interaction.
Intellectual and Emotional Descriptors-- 
Questions #3-5
Descriptive words and phrases were classified and
counted into four categories: Analytical descriptors,
figurative descriptors, value judgments, and other.
Analytical descriptors were further divided into technical
terms (dictionary of music entries such as "forte") and
nontechnical terms (such as "fast," "slows up"); the
figurative descriptors category was divided into
similes/abstract descriptors ("the music sounded like a
war"), emotional and extramusical descriptors ("happy,"
"joyous," "sad," etc.), and movement descriptors ("the
music made me want to dance"). Value judgments were
catalogued as positive or negative judgments ("I like the
music," "this music is boring," etc.). Twenty-five
percent of the words/phrases were categorized by an
independent observer. Interjudge reliability (agreements
6 8
divided by agreements plus disagreements) was .94. 
Frequency counts were converted to percentages of 
words/phrases for subsequent comparison and analyses. A 
complete collection of subjects' verbal descriptors, 
arranged by categories, frequency of occurrence, groups, 
and schools within the high school group, is reported in 
Appendix D.
In order to investigate intellectual and emotional 
responses to music, students, in questions 3 through 5, 
provided verbal descriptors of the music stimuli.
Subsequent analyses between and within groups concentrated 
on percentages of analytical words used to describe 
intellectual responses, and percentages of figurative 
words used to describe mood and feeling responses. It was 
determined a priori that analytical descriptors would be 
most indicative of an intellectual response to the music, 
and figurative descriptors would be most indicative of an 
emotional response, whether of mood or feelings.
Therefore, interpretation of statistical analyses focused 
on analytical terms for responses to the intellectual 
response (question #3) and figurative language for mood 
(question #4) and feelings (question #5).
Question #3
Wording and placement of question #3 indirectly 
structured students' thought processes toward making 
intellectual responses, and provided a starting point for
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students to talk about the music. Overall categorical 
percentages of words/phrases used by subjects to describe 
what they heard are displayed across the four categories 
according to familiarity, group membership, and listening 
task in Table 9.
Junior high and high school groups used a 
substantially higher percentage of analytical descriptors 
(ranging from 64% to 7 4%) than the other categories to 
describe the unfamiliar excerpt-. Both groups also used a 
much higher percentage of analytical descriptors (ranging 
from 65% to 91%) than words in other categories to • 
describe the familiar excerpts.
In order to compare categories of word/phrase usage 
between listening tasks at each age level, four Chi-Square 
analyses were computed. Results indicated that listening 
tasks did not significantly affect students' categorical 
word usage for the excerpt within the junior high age 
group [X2(3, U = 60) = 6.12, p > .05] or the high school 
age group [X2(3, U = 60) = 3.36, p > .05]. Percentages of 
analytical words within the junior high age group were 
similar between the focused (89%) and unfocused (91%) 
listening tasks. Within the high school group, the 
difference in analytical term percentages was somewhat 
greater between listening tasks (focused--65%, unfocused-- 
74%) .
70
Table 9
Question #3(Intellect) Overall Percentages of Verbal 
Descriptors Across Categories bv Familiarity.
Group Membership, and Listening Task
Source Analytical Figurative Value Other
Descriptors Descriptors Judgments
FAMILIAR
Junior High
Focused
Unfocused
89%(60) 
91%(51)
8% (5) 
2 % (1 )
3% (2) 
5% (3)
0% (0 ) 
2% (1)
High School
Focused
Unfocused
65%(51) 
74%(58)
4% (9) 
6% (5 )
31%(25) 
20%(15)
0% (0 ) 
0% (0)
UNFAMILIAR
Junior High
Focused
Unfocused
High School
Focused
Unfocused
73%(39) 
72%(37)
64%(47) 
7 4%(58)
17% (9) 
16%(8)
14%(10) 
10%(8 )
8% (4 ) 
10%(5)
19%(14) 
16%(13)
2% (1 ) 
2% (1)
3% (2) 
0%(0 )
Note: Numbers in parentheses indicate actual word count.
Rows total 100% of words/phrases.
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Chi-Square analyses indicated that students' 
word/phrase percentages for the unfamiliar excerpt were 
also not influenced by listening task within the junior 
high group [X2(3, U = 60) = .26, p > .05] or the high 
school group [X2(3, M = 60) = 4.65, a > .05]. Junior high 
students used virtually the same percentage of analytical 
terms to describe the unfamiliar music between listening 
tasks (focused--73%, unfocused--72%); high school 
students' analytical word/phrase percentages differed 
between listening tasks to a greater degree (focused--64%, 
unfocused--74%).
Regarding age groups, two Chi-Square analyses 
compared word/phrase usage between age groups on each 
level of familiarity. Junior high and high school 
students used similar word/phrase percentages across 
categories to describe the unfamiliar excerpt [X2(3, M = 
120) = 4.02, e > .05], but used significantly different 
word/phrase percentages to describe the familiar excerpt 
[X2(3, U = 120) = 18.98, p  < .05]. It is interesting to 
note that junior high students used a larger percentage of 
analytical terms (90%) than high school students (69%) to 
describe familiar music, but percentages of value 
judgments by high school students (25%) were much larger 
than by junior high students (4%).
Next, analyses focused on the differences in 
word/phrase usage between the familiar and unfamiliar
excerpts at each age level. Chi-Square analyses indicated 
a significant difference in word/phrase usage due to 
familiarity within the junior high group [X2(3, U = 60)
= 9.79, £> < .05], but not the high school group [X2(3,
IS[ = 60) = 5.02, £ > -05]. Specifically addressing use of 
analytical terms, junior high students' percentages of 
words/phrases per category were substantially different 
between the familiar (90%) and unfamiliar excerpts 
(72.5%). On the other hand, high school students' 
word/phrase percentages per category were the same between 
the familiar (69%) and unfamiliar (69%) excerpts.
Question #4
Question #4 was intended to prompt figurative 
descriptions of the mood of the music. Table 10 displays 
percentages of words/phrases across the four categories 
used to describe the mood of the music according to 
familiarity, group membership, and listening task. Junior 
high and high school groups used a higher percentage of 
figurative words/phrases than other categories to describe 
the mood of the familiar (ranging from 56% to 71%) and 
unfamiliar music (ranging from 65% to 74%) . It is 
interesting to note that the contrast between percentages 
of the figurative category and other categories was less 
pronounced in question #4 than question #3 due, in part, 
to students' use of analytical terms to describe the mood
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Table 10
Question #4(Mood) Overall Percentages of Verbal 
Descriptors Across Categories bv Familiarity. 
Group Membership, and Listening Task
Source Analytical
Descriptors
Figurative
Descriptors
Value
Judgments
Other
FAMILIAR
Junior High
Focused 17%(7) 70%(30) 11%(5) 2% (1)
Unfocused 38%(13) 56%(19) 6% (2) 0% (0)
High School
Focused 25%(17) 71%(48) 1%(1) 3% (2)
Unfocused 25%(17) 69%(46) 4% (3) 2% (1)
UNFAMILIAR
Junior High
Focused 29%(14) 69%(34) 0% (0) 2% (1)
Unfocused 29%(12) 65% (27) 4% (2) 2% (1)
High School
Focused 24%(19) 72%(55) 4% (3) 0% (0)
Unfocused 22%(14) 74%(48) 2% (1) 2% (1)
Note: Numbers in parentheses indicate actual word count.
Rows total 100% of words/phrases.
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of both the familiar (ranging from 17% to 38%) and 
unfamiliar music (ranging from 22% to 29%).
As in question #3, four Chi-Square analyses were 
computed to compare categorical word/phrase percentages 
between listening tasks at each age level. No significant 
difference was discovered between listening tasks for the 
high school familiar [X2(3, £1 = 60) = 2.03, p > .05] and 
unfamiliar [X2(3, rj = 60) = 2.78, p > .05] excerpts. In 
other words, high school students' descriptions of the 
familiar and unfamiliar excerpts did not depend on 
listening tasks (focused or unfocused).
For the unfamiliar excerpt, the number of 
words/phrases used by junior high subjects did not differ 
significantly [X2(3, U = 60) = 4.11, p > .05]. For the 
familiar music, however, word percentages varied according 
to listening task [X2(3, = 60) = 13.04, p < .05]. This
significant difference is illustrated, in part, by the 
percentages of figurative words/phrases used to describe 
the mood of the familiar music--70% for the focused 
listening group, 56% for the unfocused listening group, 
and analytical words/phrase percentages--17% for the 
focused listening group, 38% for the unfocused listening 
group.
To determine if descriptions of the mood created by 
musical excerpts differed according to age, junior high 
and high school students' word/phrase categorical
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percentages were compared on each task using two Chi 
Square analyses. Results indicated that age did not 
affect verbal descriptions of the mood of the musical 
excerpts. There was no significant difference between 
junior high and high school students' word/phrase 
percentages for the familiar excerpts [X2(3, M = 60) =
3.62, p > .05] or the unfamiliar excerpt [X2(3, M = 60) =
1.48, p > -05].
In order to compare differences in word usage between 
the familiar and unfamiliar musical excerpts at each age 
level, two additional Chi-Square analyses were computed. 
Percentages of word/phrases were not statistically 
different between the familiar and unfamiliar excerpts for 
the junior high group [X2(3, £1 = 60) = 5.02 , p > .05] or
high school group [X2(3, H = 60) = .48, p > .05].
Question #5
As previously noted, figurative words/phrases were 
determined to best represent students' emotional response 
to the musical excerpts; therefore, it was anticipated 
that responses to question #5, subjects' descriptions of 
the feeling(s) created by the music, would include a 
larger percentage of words/phrases in the figurative 
descriptor category than other categories. Junior high 
and high school students used a larger percentage of 
figurative descriptors to describe feelings created by
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the familiar (ranging from 66% to 85%) and unfamiliar 
music (ranging from 75% to 91%) than they did for the 
other categories. Two additional findings are noteworthy: 
students used a somewhat larger percentage of figurative 
words (ranging from 7 6% to 91%) to describe feelings 
toward unfamiliar music than they did for familiar music 
(ranging from 66% to 85%). Students used a surprising 
percentage of value judgments (ranging from 9% to 19%) to 
describe feelings. Percentages of verbal descriptors 
across categories according to familiarity, group 
membership, and listening task, are displayed in Table 11.
Categories of word usage between listening tasks were 
compared for each age group. Chi-Square analyses revealed 
no significant difference between the focused and 
unfocused listening tasks of high school students for the 
familiar [X2(3, M = 60) = 5.96, £ > .05] or unfamiliar 
music [X2(3, £1 = 60) = 6.42, £ > .05]. The condition 
under which high school subjects listened to the music did 
not affect word/phrase usage differentially. Also, no 
significant difference was discovered between listening 
tasks of junior high school students for the unfamiliar 
music [X2(3, M = 60) = .19, £ > .05]. However, junior 
high students' word usage across categories was 
significantly different between listening tasks for the 
familiar music [X2(3, = 60) = 15.94, £ < .05]. More
specifically, focused(CRDI) students used substantially
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Table 11
Question #5(Feelings) Overall Percentages of Verbal 
Descriptors Across Categories bv Familiarity.
Group Membership, and Listening Task
Source Analytical Figurative Value Other
Descriptors Descriptors Judgments
FAMILIAR
Junior High
Focused 12%(5) 66%(28) 10%(4) 12%(5)
Unfocused 0%(0) 73%(19) 19%(5) 8% (2)
High School
Focused 0% (0) 77%(40) 19%(10) 4% (2)
Unfocused 2% (1) 85%(45) 9%(5) 4% (2)
UNFAMILIAR
Junior High
Focused 8% (3) 75%(27) 9%(4) 8% (3)
Unfocused 7% (2) 76%(23) 10%(3) 7% (2)
High School
Focused 2% (1) 79%(45) 19%(11) 0% (0)
Unfocused 0% (0) 91%(42) 9% (4) 0% (0)
Note: Numbers in parentheses indicate actual word count.
Rows total 100% of words/phrases.
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more analytical terms (12%) to describe feelings toward 
the familiar music than unfocused students subjects (0%). 
Unfocused students used substantially more value judgments 
(19%) than focused listening task subjects (10%) to 
describe feelings toward the familiar music.
Chi-Square analyses compared word usage between age 
groups on each listening task. Results indicated that age 
influenced word/phrase percentages across categories for 
the familiar excerpt [X2(3, = 120) = 7.91, p < .05] and
the unfamiliar excerpt [X2(3, M = 120) = 15.45, p < .05].
As expected, high school students used a greater 
percentage of figurative words and phrases than junior 
high students to describe both the familiar and unfamiliar 
music (see Table 11).
In order to compare differences in word usage between 
familiar and unfamiliar music at each age level, two 
additional Chi-Square analyses were computed. Findings 
revealed no significant difference in word usage between 
the familiar and unfamiliar music for the junior high 
group [X2(3, H = 60) = 1.19, p > .05] or the high school
group [X2(3, M = 60) = 4.09 p < .05].
Subjects' ability to discriminate between verbal 
descriptions of the mood of the music and verbal 
descriptions of feelings created by the music was
analyzed. Total different words used by both groups for
question #4 (mood) and question #5 (feelings) were
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counted. Words which overlapped between question #4 and 
#5 were counted as one word. For instance if "sad" was 
used to describe both the mood of the music and feelings 
created by the music, it was counted as one word. All 
overlapping words were analyzed by an independent 
observer. Interjudge reliability (agreements divided by 
agreements plus disagreements) was .96.
Results indicated that 285 different words were used 
across groups to describe the mood of the music and 
feelings created by the music. Of those 285 words, 51 
(18%) were used to describe both mood and feelings, and 
234 (82%) were used independently to describe mood or 
feeling. Ninety-two words and/or phrases (32%) were used 
by both high school and junior high students to describe 
emotional responses, and 193 (68%) words and/or phrases 
were used independently by the two age groups to describe 
emotional responses.
Junior high subjects used 138 different words for 
question #4 and question #5. Thirty-five words (25%) 
described both mood and feelings, and 103 words (75%) 
described either mood or feelings. The high school group 
used 214 different words to respond to mood and feeling.
Of that total, 58 words (27%) were used to describe both 
mood and feelings, and 156 words (73%) independently 
described mood or feelings.
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Behavioral lntentions--Questions #6-7 
In order to further investigate the nature of 
students' responses to the wind band music selected for 
this study, questions #6 and 7 were designed to register 
subjects' behavioral intentions (Price and Yarbrough,
1987). In other words, having responded to the music at 
lower levels of the affective domain [that is 
preferentially, intellectually, and/or emotionally as 
expounded by Krathwohl et al. (1964)], to what degree were 
subjects motivated to want to play the music, or go beyond 
the moment and seek the music out by attending a live 
concert of it?
Using a Likert scale, anchored by would not 
play/attend and would play/attend, subjects assigned 
behavioral intent ratings for the open-ended questions, 
"would you like to play the music if given a chance?" and 
"would you attend a live concert of this music?" after 
they had recorded preference, intellectual, and emotional 
responses toward the music stimuli.
These numerical ratings served as data for 
statistical analyses using a Three-Way ANOVA with Repeated 
Measures (familiarity) which tested effects of prescribed 
listening task and group membership on behavioral intent 
ratings.
"Would YOU like to olav 
this music?“--Question .#6
Table 12 presents results of the ANOVA with Repeated 
Measures for behavioral intent responses to question #6. 
Table 13 displays group means and standard deviations 
arranged by group and familiarity. Overall means for 
behavioral intent were significantly different between 
groups, F (1, 116) = 12.03, e < .05. The high school group 
(M = 6.1) indicated a more positive desire to play what 
they had heard than did the junior high group (JJ = 5.2).
A significant two-way interaction between familiarity 
and group membership, £(1, 116) = 9.12, & < .05, is 
illustrated in Figure 12. High school subjects' desire to 
play the familiar excerpt (M = 6.4) was higher than their 
desire to play the unfamiliar excerpt (M = 5.7). In 
contrast, junior high subjects' desire to play the 
familiar selection (M = 4.9) was lower than their desire 
to play the unfamiliar music (M = 5.5).
"Would vou attend a live concert 
of this music?"--Question #7
Results of the ANOVA with Repeated Measures for 
behavioral intent responses to question #7 are presented 
in Table 14. Group means and standard deviations arranged 
by group and familiarity are displayed in Table 15.
The high school group (M = 5.8) displayed a more positive 
desire to attend a live concert of the music they had
Table 12
Summary Table: Three-Wav ANOVA with Repeated Measures on 
Behavioral Intention "Plav" Ratings
SOURCE__________________ DF SS_______ MS______  F P
AGE GROUP 1 45.07 45.07 12.03 .01*
LISTENING TASK 1 5.42 5.42 1.40 1.00
AGE GROUP‘LISTENING TASK 1 8.06 8.06 2.15 .15
Subject(Group) 116 434.60 3.74
FAMILIARITY 1 .07 .07 .03 .87
FAMILIARITY*AGE GROUP 1 24.07 24.07 9.12 .01*
FAMILIARITY*LISTENING TASK 1 2.40 2.40 .91 .34
FAMILIARITY*AGE GR.*L.TASK 1 4.27 4.27 1.61 • .21
FAMILIARITY*Subject(Group) 116 306.20 2.64
Note: * = £ < .05
Table 13
Group Means and Standard Deviations of Behavioral 
Intention "Plav" bv Familiarity
Source Junior High High School
M M
___________________________ tSBi_________________ (Sfij_____
Overall Preference 5.2 6.1
(2.1) (1.5)
Preference for 4.9 6.4
Familiar Excerpt (2.1) (1.2)
Preference for 5.5 5.7
Unfamiliar Excerpt (2.0) (1.7)
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Figure 12. Behavioral Intent "Play" Means for Group 
by Familiarity (Repeated Measures) Interaction
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heard than did the junior high group (M = 4.6),
F (1,116) = 12.03, q > .05.
A significant two-way interaction between group 
membership and familiarity, £(1, 116) = 9.81, £ < -05, is 
shown in Figure 13. High school subjects' intentions to 
attend a live concert were higher for the familiar music 
(M = 6.2) than for the unfamiliar music (M = 5.4),
F (1, 116) = 15.31, p > .05. However, junior high 
intentions to attend a live concert of the familiar music 
(M = 4.3) were lower than for the unfamiliar music 
(M = 4.9) .
Table 14
Summary Table; Three-Wav ANOVA with Repeated Measures on 
Behavioral Intention "Attend" Ratings
SW R S.E_____________  EE____SS________US_________ F p
AGE GROUP 1 84.02 84.02 15.31 .01'
LISTENING TASK 1 6.02 6.02 1.10 .30
AGE GROUP*LISTENING TASK 1 3 .27 3 .27 .60 .44
Subject(Group) 116 636.63 5.49
FAMILIARITY 1 1.35 1.35 .50 .48
FAMILIARITY*AGE GROUP 1 26.67 26.67 9 .81 .or
FAMILIARITY*LISTENING TASK 1 1.67 1.67 .61 .44
FAMILIARITY*AGE GR.*L.TASK 1 .82 .82 .30 .59
FAMILIARITY*Subj ect(Group) 116 315.50 2.72
Note: * = Et < .05
Table 15
Grouo Means and Standard Deviations of Behavioral Intention 
"Attend" bv Familiarity
Source Junior High High School
M M
_____________________________tSDl_________________tfiD)____
Overall Preference 4.6 5.8
(2.4) (1.6)
Preference for 4.3 6.2
Familiar Excerpt (2.4) (1.3)
Preference for 4.9 5.4
Unfamiliar Excerpt (2.4) (1.8)
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Figure 13. Behavioral Intent "Attend" Means by Group 
by Familiarity (Repeated Measure) Interaction
DISCUSSION
This study was designed to investigate secondary 
students' responses to wind band music across four 
variables associated with an aesthetic response. High 
school and junior high students provided preference, 
intellectual, and emotional responses to audiotaped 
recordings of wind band music. Subjects' responses were 
reflected in two forms--Likert scale ratings and written 
descriptors, which served as data for statistical and 
descriptive analyses and comparisons.
Subjects were randomly assigned to one of two 
listening conditions to control focus of attention. In 
the focused listening condition, subjects operated a 
Continuous Response Digital Interface to indicate 
preference while listening to each selection. The 
unfocused listening condition allowed subjects to 
listen to each selection in an unrestricted environment.
In structuring experimental procedures, an attempt was 
made to differentiate the focused and unfocused listening 
tasks as much as possible while maintaining a comfortable, 
natural listening environment.
Regarding familiarity, subjects provided responses to 
both familiar and unfamiliar musical excerpts. Across 
groups, subjects responded to the same unfamiliar musical
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selection, Chorale and Alleluia, but within groups, 
subjects responded to music they had rehearsed and 
performed at a concert festival prior to the present study 
and according to school membership: Junior High--Chester; 
High School "A"--Incantation and Dance; High School "B"-- 
Dedicatorv Overture.
Preference
Subjects' Likert scale ratings allowed comparisons of 
musical preferences between junior high and high school 
age groups, focused and unfocused listening conditions, 
and familiar and unfamiliar music. These ratings 
functioned as responses which allowed comparisons of 
musical preferences between and within groups. Overall 
comparisons showed that high school students responded 
more positively to the music stimuli than did junior high 
students.
It may be that increased exposure to band music 
through progressive participation in a band program 
positively affects students' liking of the music they 
hear, rehearse, and perform. As such, these results 
substantiated previous research by Flowers (1988) and 
Price (1988), which suggests that musical experience 
positively influences preferences. Also, age differences 
between groups may have contributed to differences in
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musical preference (Greer, Dorow, and Randall, 1974;
Hedden, 1981).
Although statistical tests indicated significant 
differences in preferences between groups, a practical 
perspective seems to suggest less pronounced diversity.
On the 7-point Likert scale, the high school mean 
preference rating was slightly less than 6, whereas the 
junior high preference rating mean was slightly less than 
5. Mean ratings rest on the "Like" or Prefer side of the 
scale, indicating somewhat positive attitudes toward band 
music from the junior high group as well as the high 
school group.
Concerning focus, it appeared that focus of attention 
did not affect the preference responses of junior high or 
high school students toward music. Whether students 
casually listened to music in whatever manner they chose 
(as in the unfocused listening condition), or concentrated 
on making continuous preference judgments (as in the 
focused listening condition) did not affect their 
preference for the music.
It is not clear why the focused listening condition, 
one in which students continually monitored their degree 
of liking for the music, did not result in overall 
preference rating differences from those of the unfocused 
group. Perhaps the music itself drew focus quite well,
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and a focusing agent external to the music was not 
necessary. It may be that the task of continually 
monitoring one's preference--intended to focus attention 
on the music--actually functioned as a distractor to the 
aural stimuli. In any event, as educators, it should be 
clear that we can set up an environment conducive to 
attentive listening, but we can not assure that each 
student is paying attention. It is also possible that an 
overall rating is simply the average of continuous ratings 
across time, and the fact that this rating is arrived at 
unaided by continuous monitoring is no less accurate a 
reflection of preference than that attained through 
focused means (Brittin and Sheldon, 1993).
How each group responded to familiar and unfamiliar 
music stimuli provided an interesting interaction 
comparison. Consistent with extant research, high school 
students in this study preferred familiar music they knew 
and had experienced over unfamiliar music. Familiarity 
and repetition are issues which positively shape musical 
preference (Bradley, 1971; Hargreaves, 1984; Hedden, 1981; 
Heyduk, 1975; Peery and Peery, 1986). In addition, 
preference for familiar music, as demonstrated by the 
high school group, did not transfer to unfamiliar music of 
the same genre (Shehen, 1985).
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On the other hand, junior high students preferred 
unfamiliar music over music they had rehearsed and 
performed. Several factors may have contributed to this 
puzzling outcome. Younger students may have been affected 
more than older students by external conditions that 
influence preferences. These influences might include 
director's opinion of the music, rehearsal environment, 
contest ratings, and peer opinion. One possible 
explanation for results counter to previous research is 
that students may have been "overexposed" to the familiar 
music. Weeks of rehearsals and sectionals in preparation 
for concert festival may have caused the inverted U 
syndrome (Berlyne, 1971); that is, as the music became- 
familiar, liking became positive, reaching a peak at some 
optimum familiarity level. Further familiarity and 
exposure may have resulted in a decline of liking, and 
junior high ratings may have reflected a more negative 
vote for the familiar music rather than a positive vote 
for the unfamiliar music.
Musical Elements
The purpose of the musical elements question was to 
determine the extent to which students made an 
intellectual "connection" with each of six musical 
elements--melody, harmony, dynamics, rhythm, timbre, and 
tempo--for both the familiar and unfamiliar excerpts.
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These ratings represented subjects' perception of the 
degree to which each element stood out in the music. High 
school perception ratings for the six musical elements of 
the unfamiliar piece, Chorale and Alleluia, polarized 
more toward the high end of the Likert scale with less 
variability than did junior high perception ratings; 
however, group perception mean ratings were separated by 
only .6 of a rating increment.
The high school focused, high school unfocused and 
junior high unfocused groups were nearly identical in 
their ratings of the prominence of harmony; similarly, the 
high school and junior high focused groups were very close 
in their ratings of dynamics (see Figure 11). Harmony was 
perceived as the element which stood out the most, and 
dynamics, the element that stood out the least. High 
perception ratings of the prominence of the element 
harmony may reflect an intellectual connection with the 
chord progressions of the opening chorale and the thick 
texture and harmonic rhythm of the unfamiliar excerpt, 
Chorale and Alleluia. Likewise, low ratings of the 
element dynamics by both the high school and junior high 
focused groups may represent student unawareness of any 
changes of dynamics in the unfamiliar excerpt.
Within each high school subgroup, subjects did not 
agree on the prominence of the elements of the familiar
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music. This was perhaps a result of a condition of this 
study--that students from different high schools listened 
to different familiar pieces. Within the junior high 
group, subjects agreed that timbre was the most pronounced 
element, and tempo, the least pronounced element of the 
familiar music. These findings may reflect junior high 
students' awareness of (1) the textural changes from the 
opening woodwind/percussion duet through brass and 
woodwind choir sections to the final tutti section, and 
(2) the slow, steady, unchanging tempo of the familiar 
excerpt.
Comparisons of responses for familiar and unfamiliar 
excerpts seems to show that this response mode did 
function as an indicator of intellectual involvement. 
Subjects appeared to evidence an ability to discriminate 
among the elements between excerpts as can be seen in high 
ratings for harmony for Chorale and Alleluia and lower 
ratings for harmony in the familiar excerpts by both high 
school subgroups. Likewise, timbre and tempo were rated 
lowest for Chorale and Alleluia but highest by both high 
school groups for the familiar excerpts.
Regarding the unfamiliar music and focus of 
attention, results indicated no significant difference 
between focused and unfocused listening task subjects' 
perception ratings of the musical elements across the high
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school and junior high school groups. Students' 
continuous focus on preference (i.e. "how much do I like 
what I'm hearing?") did not function to make the elements 
less or more noticeable. This conclusion is mildly 
surprising in light of related research that indicated 
focus of attention influenced responses to music (Abeles, 
1980; Hoffer, 1983; Knieter, 1971; Reimer, 1970).
Intellectual and Emotional Responses
To further ascertain intellectual responses and, 
additionally, emotional responses to band music, students 
provided verbal descriptions of the music as directed by 
the questionnaire. Words and phrases were classified as 
follows: analytical descriptors (technical and 
nontechnical terms), figurative descriptors (similes, 
emotional, extramusical, and movement terms), value 
judgments (positive or negative), and other.
The high percentage of analytical words and phrases 
describing what was heard in the music seemed to indicate 
that students were responding to the music in some 
intellectual capacity. It is interesting that students 
used mostly analytical terms to describe what they heard 
in the music stimuli with no apparent guided listening 
experience or structured training in how to perceive music 
(as witnessed by casual observance of band rehearsals at 
each school by the investigator prior to this study).
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Students chose to use analytical terms rather than 
figurative language such as "I heard joyous sounds," or 
value judgments such as "I heard good music." On the 
other hand, it is possible that students may have been led 
into using analytical terms by the previous question.
Concerning familiarity, high school students used 
similar percentages of analytical terms to describe both 
the familiar and unfamiliar excerpts. Junior high 
students used significantly more analytical terms to 
describe the familiar music (90%) than the unfamiliar 
music (72.5%) .
It is conjectured that the junior high groups' 
intellectual descriptions of the familiar excerpt were 
influenced by teacher descriptions and terms used during 
rehearsal, and teacher repetition of certain words. It is 
likely that these conditions were similar for high school 
subjects, therefore, it is somewhat surprising that they 
did not respond similarly to the familiar music. Perhaps 
these results are indicative of junior high students' 
tendency toward literal interpretations of what they hear 
in rehearsal. It could also indicate an ability in high 
school subjects (and inability in junior high students) to 
transfer knowledge from rehearsal to new listening 
experiences. Single word descriptors such as clarinet (a 
= 13), trumpet (a = 9), and flute (a = 5) were used most
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often by junior high students to describe the unfamiliar 
music. High school intellectual descriptions of the 
unfamiliar music, on the other hand, included more 
conceptual musical terms such as dynamics (& = 11) , tempo 
(a = 5), blend (a = 5), and crescendo (a = 4).
Focus of attention, as applied in this study, did not 
influence students' intellectual responses to music. More 
specifically, junior high and high school students' verbal 
descriptions of what they heard in the familiar and 
unfamiliar excerpts did not depend on the method used to 
listen to the music. It is possible that the CRDI focused 
attention away from the music instead of toward it.
Reading the overlay and turning the dial during the 
focused listening task could have divided students' 
attention between an aural and visual task, thus 
interfering with the intent of the CRDI.
Regarding intellectual responses to music, research 
contends that one cannot respond aesthetically to music 
without being able to make intellectual connections with 
the music. The question arises, "Did students connect 
intellectually with the music stimuli in this study?" A 
simple "yes" answer is an overstatement considering the 
difficulty in measuring intellectual responses of novice 
listeners. The measurement of the intellectual response 
of an aesthetic experience would involve continuous
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intellectual involvement, not static choices unrelated to 
the ongoing nature of music.
Students made a type of intellectual response as 
directed by the questionnaire at the conclusion of the 
listening task. This response may not encompass the 
overall spirit of the "intellectual connection" of an 
aesthetic experience as espoused by aestheticians, but it 
does indicate potential for such a connection and 
subsequent aesthetic experience.
Question #4 instructed students to describe the mood 
of the music, and Question #5 instructed students to 
describe feelings created by the music. It was thought 
that both questions would evoke emotional responses, which 
might be reflected by a high percentage of figurative 
descriptors: Similes, emotional, extramusical, and/or 
movement terms. Overall results indicated that students 
used a larger percentage of figurative words than other 
categories of words to describe emotional responses to the 
musical excerpts. High school students used a higher 
percentage of figurative words/phrases than did junior 
high students to describe the feelings associated with the 
unfamiliar and familiar piece.
It is not surprising that older students were more 
verbal in their emotional descriptions of music than 
junior high students. It is suspected that junior high
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students' difficulty in expressing inner feelings stirred 
by the music may be partially due to experience, school 
and family, musical training, and social and biological 
turbulence associated with that "stage" of growth. As 
documented earlier, research indicates that as students 
grow older, their verbal abilities become more refined 
(Hair, 1987; Petzold, 1963)
Concerning focus of attention, high school students' 
percentages of figurative descriptions of the mood and 
feelings associated with the familiar and unfamiliar music 
were similar between listening tasks. Concerning the 
familiar music, High School "A" students most often 
described the mood of Incantation and Dance as mysterious 
(n = 10), intense (n = 2), and bright (g = 2); students 
also described the mood of the music with colorful terms 
such as Indian, frantic, and spellbinding. Students used 
excited (g = 6) and happy (g = 3) most often to describe 
feelings toward Incantation and Dance: however, a 
multitude of imaginative terms were also used to describe 
feelings: Adrenaline rush, heart-beat raising, hyper, and 
dancy feeling are some examples.
High School "B" students most often depicted the mood 
of Dedicatory Overture as relaxed (g = 3), exciting (g =
3), moving; (g = 2), and sweet (g = 2); other terms used to 
describe the mood of the music were playful, triumphant,
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pleasant, and solemn. Feelings associated with Dedicatory 
Overture were most often described as happy (n = 6), 
relaxed (n = 4), and excited (n = 3). Upbeat, 
overwhelming, racy, and momentous are examples of the 
numerous other terms used to describe feelings.
Regarding age, it is noteworthy that junior high and 
high school students' percentages of figurative 
descriptions of the mood of the familiar and unfamiliar 
music were similar. More specifically, happy (a = 14) , 
exciting (a = 14), sad (a = 14), relaxed (a = 8), and 
joyful (a = 5) were frequently used figurative descriptors 
common to both groups' responses to the mood of the 
unfamiliar music. Younger and older students expressed 
feelings created by the unfamiliar music with terms such 
as relaxed (a = 13), sad (a = 12), happy (a = 11), excited 
(a =11), and colorful similes: "Like on an adventure,"
"like a soaring feeling," "like I was in a dream," and 
"like on a journey."
Percentages of words/phrases used by junior high 
students to describe feelings connected with the familiar 
music were significantly greater in the focused listening 
group than in the unfocused listening group. Students 
clearly relate feelings created by the music through terms 
such as happy (a = 10), relaxed (a = 6), joy (a = 2), 
great power, mellow, soothing, and courage, and similes
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such as "like I conquered something." A complete list of 
subjects' descriptions of the music stimuli appears in 
Appendix E.
Students' abilities to discriminate between verbal 
descriptions of the mood of music and verbal descriptions 
of feelings created by music was an area of interest in 
the present study. Results indicated that both junior 
high and high school students could verbally discriminate 
between the mood of music and feelings created by music.
Of the 13 8 different words used by junior high students to 
describe mood and feelings of the music, only 25%(3 5 
words) described both mood and feelings; seventy five 
percent(103 words) described mood pr, feelings. High 
school students used 214 different words to describe mood 
and feelings; twenty-seven percent (58 words) described 
both mood and feelings, and 73% (156 words) described mood 
or feelings.
This finding supports results of previous research 
that indicated students may respond differently to mood 
and feelings (Pike, 1972; Price, 1986; Young, 1973). A 
students' description of the mood of a musical composition 
may or may not reflect feelings created by the 
composition. For instance, a student who describes the 
mood of a piece as dark and mysterious, may express 
feelings of contentment, joy, or satisfaction about the
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piece. Conversely, a bright and happy mood may result in 
feelings of melancholy, or anxiousness.
Regarding emotional responses to music, research 
contends that one cannot respond aesthetically to music 
without an emotional connection. As with the intellectual 
connection, the question arises, "Did students connect 
emotionally with the music stimuli in this study?" As 
before, a simple "yes" answer is an overstatement 
considering the difficulty in measuring emotional 
responses of novice listeners. The measurement of the 
emotional response of an aesthetic experience would 
require continuous, undisturbed monitoring of feelings and 
emotions as they occurred, evolved, and changed with the 
ongoing flow of a musical selection.
As with the intellectual connection, students 
indicated a type of emotional connection as directed by 
the questionnaire at the conclusion of the listening task. 
They could have written anything in response to the open- 
ended questions involving mood and feelings, or simply 
nothing at all. It is noteworthy that students responded 
emotionally to the music stimuli with a large percentage 
of figurative words and a collectively large vocabulary of 
different descriptions without instructions or information 
about an aesthetic experience. Although after-the-fact 
verbal descriptions of the mood and feelings associated
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with a musical selection may not reflect the emotional 
element of an aesthetic experience as embraced by 
researchers, these descriptions do indicate this component 
of the aesthetic experience seems to be accessible to 
secondary school instrumentalists.
Behavioral Intentions
Some research contends that all people respond in 
some way to music (Reimer, 1970). Some responses go no 
further than the last note, while others are etched in 
memory and may influence future attitudes and actions.
The extent to which a response affects a person is labeled 
internalization. The more deeply music is internalized, 
the more strongly it affects future attitudes and 
behavior. Musical taste, a product of internalization, 
represents a long-term commitment to music, and is 
expressed by behavioral intentions such as record sales 
and concert attendance.
Likert scale data represented the extent to which 
students wanted to play the music they heard and to attend 
a live concert of it. Subsequent analyses compared high 
school and junior high students' behavioral intentions to 
play and attend a concert of familiar and unfamiliar 
music. In the present study, subjects indicated 
intentions to play the music they heard (Question #6) and 
desire to attend a live concert of the music (Question
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#7). The high school group expressed more positive 
intentions to play/attend than the junior high group. The 
junior high group indicated a somewhat positive desire to 
want to play the music, and an almost neutral desire to 
attend a live concert of the music.
High school students indicated a stronger desire to 
play and attend a concert of music they knew over music 
that was unfamiliar. Conversely, junior high students 
wanted to play and attend a concert of music that was 
unfamiliar over music they knew through experience.
Casual observation of student behavior while 
answering these questions supports the speculation that 
junior high students did not necessarily rate the 
unfamiliar piece high for positive reasons such as wanting 
to play or attend a concert of it, but for negative 
reasons associated with the familiar piece ("I played that 
one, and I don't want to do it again," "I wouldn't pay 
good money to hear that," "I'd rather hear 'Kriss 
Kross'"). Many theories in extant research and education 
try to rationalize the junior high instability phenomenon. 
It is conjectured that junior high students' attitudes 
toward band music may be influenced by a myriad of factors 
including peer pressure, rock and rap music, musical 
training, teacher and family influence, emphasis on 
sports, etc. It is encouraging, however, that as students
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get older, their musical taste for band music seems to 
become more positive.
Summary
Results of this study lead to the following 
conclusions:
1. Focus of Attention: Focused attention toward 
music during the listening experience did not 
influence high school students' preference, 
intellectual responses, emotional responses, or 
behavioral intentions, nor junior high students' 
preference, intellectual responses, or behavioral 
intentions. It did have an effect on junior high 
students' verbal descriptions of the mood and 
feelings created by the music.
2. Familiarity: Familiarity influenced preference 
ratings and behavioral intentions differently 
between age groups and influenced junior high 
students' intellectual verbal descriptions of 
the music. Familiarity did not seem to 
influence high school students' intellectual/ 
emotional verbal descriptions, or junior high 
students' emotional verbal descriptions of the 
music stimuli.
Intellectual Response: It appeared that a type of 
intellectual response may be present when junior 
high and high school students listen to music. 
Students demonstrated the ability to differentiate 
among multiple elements of music. High school and 
junior high students used mostly analytical words 
and phrases to describe intellectual responses. 
High school students use a larger percentage of 
analytical descriptors than junior high students 
to verbally report intellectual responses. 
Emotional responses: Present findings indicated 
that an emotional response occurs when students 
listen to music. Junior high and high 
school students used a large percentage of 
figurative descriptors to describe emotional 
responses to the music stimuli. Junior high 
students used a larger percentage of figurative 
terms to verbally describe feelings of music they 
know through experience than unfamiliar music. 
Students' descriptions of the mood of a piece may 
be different than descriptions of feelings 
associated with the music. Results displayed a 
multitude of words/phrases used by students to 
describe mood and feelings.
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5. Preference: Junior high and high school students
indicated a positive preference for the music
stimuli. High school students displayed a 
stronger liking for the band music than did 
junior high students.
6. High school students expressed a positive desire
to play the music stimuli and to attend a live
concert of it. Junior high students displayed a 
somewhat neutral desire to play the music stimuli 
and to attend a live concert of such music.
7. The procedure of isolating and measuring 
characteristics of an aesthetic response does not 
provide a clear "yes" or "no" to students' 
aesthetic response to band music. This is not 
surprising given the subjective nature of the 
aesthetic experience and subsequent 
interpretations of its occurrence. Therefore, it 
seems judicious for the music educator to examine 
the nature of students' responses to music.
Some implications for the instrumental music educator 
seem to merit consideration. It should be encouraging to 
instrumental directors that students seemed to "connect" 
intellectually and emotionally with the band music of this 
study, and that the older they become, greater are the 
signs that internalization may occur. Musical vocabulary
and rehearsal techniques should be painstakingly selected 
in order that students be led to a deeper understanding of 
the music they rehearse and perform, that is, an 
understanding that extends beyond note and rhythm 
execution. Findings offer a challenge to the instrumental 
director to provide positive educational experiences aimed 
at motivating students to want to play band literature and 
attend concerts on their own, and encouraging involvement 
with instrumental music outside the rehearsal hall. That 
young students seem to respond favorably to new, 
unfamiliar music should encourage directors to expose 
students to music of different cultures, styles, and 
periods.
As discussed earlier, music educators agree that the 
aesthetic experience should be a priority in music 
education. Additional information regarding student 
responses to different levels of musical complexity, 
aesthetic responses during performance, and practical 
application of aesthetic education to instrumental music 
education would seem to be of great value to both teachers 
and students. Further research is suggested that 
continues to examine the aesthetic experience and its 
impact on secondary and post-secondary instrumental music 
education.
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JUNIOR HIGH--CHESTER(FOCUSED LISTENING)
Q#3. Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Clarinet(7)/Timpani/Bones/Flutes(3)/Baritone/Tbones/
Trumpets(5)/Drums(6)/Crescendo(2)/Decrescendo/Melodv
(3)/Instruments(3)/Pitches/Volume/Band/Bells/Tuba/
Blend/Notes/Percussion ___________________________
Nontechnical Terms ("fast,slow, loud")
Soft(3)/Everything else/Slow/Music stood out/All
instruments(7)/Loud(3)/Noise_______________________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like a merrv-ao-round_____________________ _____
Emotional/Extramusical ("intense, calm, mysterious")
ilQYfy I.Z.p.1 aifvlZ-HdPpy / Power______________________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Pleasant_______________________________
Nice_______________________ _ __________
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
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JUNIOR HIGH--CHESTER 
Q#4. Briefly describe the mood of the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Crescendo/Ballad_______________________
Nontechnical Terms ("fast,slow, loud") 
Smooth/Soft/Speeds up/Marching song/Slow
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like a...hero song at end of movie/... someone was
struggling______________ _ _________________________
Emotional/Extramusical ("intense, calm, mysterious") 
Sad/Feel better/tiring/Verv British/Excited/Happv(5)/
Jovful/Cheerful/Energetic/Back & forth/Gentle & Angry
Dramatic/Heaw feeling/Heaw sound/Mello/Entertaining
Relaxing(2)/Spontaneous/Normal/Not good mood/Moodv/Friskv/____
Comfort_______________________________________________________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
I liked it/pretty/very good/got better_
Negative ("boring, I didn't like it")
Go to sleep_______ _________________
OTHER DESCRIPTIONS:
No mood____________________________
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JUNIOR HIGH--CHESTER 
Q#5. Briefly describe the feeling(s) the music gave you. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud") 
Slow (2)/Faster/Louder/Built u p ________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like I conquered something_______________________
Emotional/Extramusical ("intense, calm, mysterious") 
Fatiaue/Comfortable/Good feeling/Excited(2)/Happy(3)/
Joyful(2)/Triumphant/Biq/Stronq/Understanding/Peace/
Easy CToina/Relaxed(4)/Soothina/Calmina/Mellow/Content
Power/Obnoxious/Get busy____________________________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Got better/Nice/Liked some parts_______
Negative ("boring, I didn't like it")
Bored__________________________ _ __
OTHER DESCRIPTIONS:
No feelings(4)/Neutral feeling
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JUNIOR HIGH--CHESTER(UNFOCUSED LISTENING)
Q#3. Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Clarinet (5) /Tubas/Trumpets (4) /Flutes/Drums (7.) /Bells (3)..
Melodv/Band(2)/Woodwinds/Brass/Harmony(2)/French horns
Trombones/Dynamic(2)/Melodv/Blend____________________
Nontechnical Terms ("fast,slow, loud")
Softer/Different instruments(9)/Change in soeed/Chanqe
in sound/Louder(3)/Muffled/Faster____________________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas)
Emotional/Extramusical ("intense, calm, mysterious") 
iCY________ _ ____________________________________________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Good/Good dynamics/I liked the melody__
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
Easy piece_________
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JUNIOR HIGH--CHESTER 
Q#4. Briefly describe the mood of the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
March beat/Classic/Dance song_________________
Nontechnical Terms ("fast.slow, loud") 
Smooth/Soft(2)/Fast(2)/Slow(4)/Sounds
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...apresident was walking in/...a march_____
Emotional/Extramusical ("intense, calm, mysterious") 
Cheerful/Mixed/Enthusiastic/Got me aoina/Relaxina/
Upbeat/Happy(5)/Dramatic/Good mood/Calm/Building/__
Excitement/Peaceful________________________________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Negative ("boring, I didn't like it")
Bo r i n g / S t u p i d __________________
OTHER DESCRIPTIONS:
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JUNIOR HIGH--CHESTER 
Q#5. Briefly describe the feeling the music gave you.. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud")
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...a festival or party_______________________
Emotional/Extramusical ("intense, calm, mysterious") 
Happy(8)/Excited(2)/Relaxing(2)/Nice feeling/Depressed
Suicidal/Good feeling/Couraqe/Calm/Strona____________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
X UKgd it___________ ____________ _ ____
Negative ("boring, I didn't like it")
Repeated too much/Almost fell asleep/i didn't like
..it C2J.___________________________________________
OTHER DESCRIPTIONS:
Mans.I2J______
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JUNIOR HIGH--CHORALE AND ALLELUIA(UNFOCUSED LISTENING) 
Q#3. Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Brass (2)/Trumpets(3)/Bones(3)/Tuba/Melodies(2)/Dynam­
ics (5)/Timbre/Tempo/Rhvthm/Harmonv/Drums/Flutes/_____
Pj-CgQ.lg-g________________ _ ________ __________________
Nontechnical Terms ("fast,slow, loud")
Slow(2)VFas.t (2) /Loud(3) /All instruments/Dif ferent
kindsof music/Soft(2)/Different instruments(2)/Sounds
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...someone died and went to heaven/... someone__
describing victory or a tragedy___________________ _
Emotional/Extramusical ("intense, calm, mysterious") 
Sad/Happy/Exciting/Hatred/Anger/Emotional__________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Good dynamics/in tune/beautiful sounds
Negative ("boring, I didn't like it")
Too much percussion__________________
OTHER DESCRIPTIONS:
Seems hard____________________________
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JUNIOR HIGH--CHORALE AND ALLELUIA 
Q#4. Briefly describe the mood of the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud")
Slow(2)/Fast(3)/Loud(4)/Soft/Rushinq/Changed tempo
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...someone died but got all right/...an armv
heading to battle___________ _ _____________________
Emotional/Extramusical ("intense, calm, mysterious") 
Sad (4 )„ / U.ftPpy-L5J-Z-DceiM  t ici Zl ^ ^ a taraaQmsZAatisimt.-
ing/Uobeat(2)/Aggressive/Exciting(5)/Nerve-wrecking/
Catches attention/Soothing/Joyful__________________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Pretty________________________________
Negative ("boring, I didn't like it")
Boring_______________ _ _____________
OTHER DESCRIPTIONS:
Depends on person__
134
JUNIOR HIGH--CHORALE AND ALLELUIA 
Q#5. Briefly describe the feeling(s) the music gave you. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud") 
Fast/Loud__________ '_________________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...someone was facing a great adventure/...! was
is- a.-dream________________________________________________
Emotional/Extramusical ("intense, calm, mysterious") 
Mixed/Sad(4)/Happy (2)/Cheered up/Sense of imagination
Exciting (3)/Good(2)/Bored feeling/Scarv/Chills/Tired
Exhilarating/Peaceful_______________________________
Movement ("want to dance to it,wanted to move to it") 
Wanted to dance to it ________________________ _
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
\:LalijivL-io,q.gth.er/,q.Q9.d., p.ig.£&___________
Negative ("boring, I didn't like it")
BQred___________ ___ ____________________
OTHER DESCRIPTIONS:
None(2 )___________
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JUNIOR HIGH--CHORALE AND ALLELUIA(FOCUSED LISTENING)
Q#3 . Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Tuba/Flute(2)/Trumpets(3)/Crescendo(4)/Decrescendo(2)/
Melodv/Violins(3)/Percussion/Low brass/ French horns/
Trombones (2) /Drums/March________________________ _ ____
Nontechnical Terms ("fast,slow, loud")
Increase temoo/Everv instrument/Fast/Soft(2)/Different
instruments(7)/Increase in volume/Smooth__________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like... a sitcom theme/...a person fighting a war
Emotional/Extramusical ("intense, calm, mysterious") 
Dramatic/Forceful/Happy/Dynamic/Soothing/Different/
Relaxing  ___________________________ _ _______________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
VfiEy gaQdZSofld- p.iageZ£.o.Q.lZ...C>Jg ..I________
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
Happy plavers and happy conductor
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JUNIOR HIGH--CHORALE AND ALLELUIA 
Q#4. Briefly describe the mood of the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Melodic______________________________________
Nontechnical Terms ("fast,slow, loud") 
Slow/Fast(5)/Soft(5)/Loud(2 )_________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like... a movie/... a song/... a battle_____________
Emotional/Extramusical ("intense, calm, mysterious") 
Happy (4) /O.K. /Good mood/.Energetic (3) /Excited/Sad (2)
Patriotic/Suspenseful(2)/Stronq/Gentle/Bitinq/Emotion
Meanina/Calm/Relaxed(4)/Jovful/Racv/Graceful/Majestic
ChSSEfid UP /  StVPif l_________________________________________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
C w ldn 't JSS.SP-.UB___
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JUNIOR HIGH--CHORALE AND ALLELUIA 
Q#5. Briefly describe the feeling the music gave you. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud") 
Slow/ Faster/Broader__________ _ _____
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...oh an adventure/...an orchestra/...strength in
numbers____________________________________ ■
Emotional/Extramusical ("intense, calm, mysterious") 
Relaxed(5)/WOW/OK feelina/Made me smile/ Excitement/
Energy/Sad/Upbeat/Scared/Relief/Comfort/Calm/Anxietv/
Good feeling(2)Frisky/Happv/Strong/Sleepv____________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
I_.likS.Jt.tJ 2)______________________________
Negative ("boring, I didn't like it")
Not what I listen to_______ _________
OTHER DESCRIPTIONS:
_Nq.-£s s liriq (.21 /Mas s u e s
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HIGH SCHOOL "A"--INCANTATION AND DANCE(UNFOCUSED LISTENING) 
Q#3. Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Rhythm(3 ) / Percussion /Syncopation(2 )_______________
Dynamics (3) / Pitch___ L solo / ..Balance__________
Low Reeds / Harmony / Tempo / Tone____________
glufc&a /-Melody  / Drums / Chorale_________
Nontechnical Terms ("fast,slow, loud")
Different Instruments /Different sounds of percussion____
High Tempo /Loud / How many plaved at one time______
Slow(3) / Soft / Different Interpretations_______
Faster (3) / upbeat / Parts following an identical one_
.FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas)
Like Crickets / Like mood changes___________
Like water drops____________________________________
Emotional/Extramusical ("intense, calm, mysterious") 
Exciting_____________________ ______________________
Movement ("want to dance to it, wanted to move to 
it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Great Dynamics /Fun /Good..Pitch / Odd Percussion / Terrific
Song Good Quality /Wonderful / Unique Percussion_____________
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
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HIGH SCHOOL "A"--INCANTATION AND DANCE 
Q#4. Briefly describe the mood of the music.. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Rhvthm_______________________________________
Nontechnical Terms ("fast,slow, loud")
Liv.s_iY L ascodfiE—  __ _ _____________________
Quick / Slow (2)____________________________
"Race" Tempo /Builds to end______________________
Faster / Smooth then ..changes________________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas)
Emotional/Extramusical ("intense, calm, mysterious") 
Haoov(3) /Unknown / Spellbinding /Eerie/Sad./_____
Weird/Mysterious (6) /Exciting (3).. /Cataclysmic / Pre-
Modern/Dancrer / Bouncing / Suspenseful / Indian
Different/Mystery/ Intense/ Captivating Tribal/Bouncv
EraaLi.c___________________________________________
Movement ("want to dance to it,wanted to move to it") 
Want to do things outdoors and run______________.
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Great / I liked it_______ _ ________________________
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
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HIGH SCHOOL "A"--INCANTATION AND DANCE 
Q#5. Briefly describe the feeling the music gave you.. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud")
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Lost in a forest /Like a battle____________________
Encounter unknown__________________________________
Emotional/Extramusical ("intense, calm, mysterious") 
Haoov(2) L Good feeling / Relish music/Excellent
feeling/Ecstatic/ Joyful(2)/ Mysterious/ Jumpy
feeling/Heart-beat raising/Excited(3)/Adrenaline____
rush/Creation/Great feeling/Energy/ Puts to sleep
Peaceful/Anticipate_________________________________
Movement ("want to dance to it,wanted to move to it") 
Want to ...play-/___________ ________________________
Want to dance_________________________ _____________
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Cq q  I /liKsfl ,lat t er_Bflc&ZfiEs.a£_______________________
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
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HIGH SCHOOL"A"--INCANTATION AND DANCE(FOCUSED LISTENING) 
Q#3. Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Notes/Percussion (2)/Brass/Dvnamics(3)/Tempo/_______
Intonation/Balance(2)/Articulation/Timpani/Rhvthms/
Tone/Melodv________________________________________
Nontechnical Terms ("fast,slow, loud")
Different high instruments(4)/Soft/Fast/Loud/Different 
parts(2)/Slow/Picked up/Repetition/Evervthinq/Lower 
voices/Build_________________________________________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
War-like  ___________ _ _____________ _ _________
Emotional/Extramusical ("intense, calm, mysterious")
Movement ("want to dance to it, wanted to move to it") 
Instruments dancing in a circle_____________________
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Good sound/Love the music/Good support/Rhythm played
correctIv/Great/Great, tone_________________________
Negative ("boring, I didn't like it")
Not enough horn____________________________________
OTHER DESCRIPTIONS:
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HIGH SCHOOL "A"--INCANTATION AND DANCE 
Q#4. Briefly describe the mood of the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud") 
Loud (2)/Fast(5)/Slow/Soft/Light_____
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like..a tribal dance/..someone running from something
Emotional/Extramusical ("intense, calm, mysterious") 
Calm(2)/Exciting(4)/playful(2)/Eerie/Uobeat/Intense/
agqressive/demandinq/dancina mood/Mvsterious(3)/Sad
Lonelv/Briqht(2)/Mellow _______________________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Negative ("boring. I didn't like it")
OTHER DESCRIPTIONS:
Music got harder__
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HIGH SCHOOL "A"--INCANTATION AND DANCE 
Q#5. Briefly describe the feeling the music gave you. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud")
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...a race/...a war/...a dance/...I was being
watched____________________________________________
Emotional/Extramusical ("intense, calm, mysterious") 
Different/ Excited(3)/Thrilled/Good feeling/ Hyper___
fee ling/Sad/Lonelv/Lost/Relaxed/Comfortable/Ca.lm/Ener
getic/Dancv/Chill bumps_____________________________
Movement ("want to dance to it, wanted to move to it") 
Want to olav it/ Want: to march to it/ Want to dance__
to it_____________________________ _ ________________
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Good/ Cool/ Great/ Pretty/ Liked it more____________
Negative ("boring, I didn't like it")
Didn't like it______________________
OTHER DESCRIPTIONS:
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HIGH SCHOOL "A"--CHORALE AND ALLELUIA(FOCUSED LISTENING) 
Q#3 Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Dynamics(3)/Tempo(3)/ Flute/Crescendo/Low brass_____
Balance(2)/Intonation/Rhvthm_______________________
Nontechnical Terms ("fast,slow, loud")
Different sounds(2)/Soft/Loud/Slow(2)/Fast(3)/_______
Distinct chanqe/Different instruments(4)/All parts of
the music/ Slow and speed u p  of tempo_______________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like instruments moving in battle ___ _ __________
Emotional/Extramusical ("intense, calm, mysterious") 
Exciting(2)/Powerful_______________________________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Prettv/Good top and bottom/Great dynamics
Negative ("boring, I didn't like it") 
Heavy on bottom/heaw on too________
OTHER DESCRIPTIONS:
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HIGH SCHOOL "A"--CHORALE AND ALLELUIA 
Q#4. Briefly describe the mood of the music.. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Staccato/Flutes/Bass/Clarinets________________
Nontechnical Terms ("fast,slow, loud") 
Soft(3)/Loud(3)/Slow(3)/Picked u p  beat
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like a march_______________________________ ____
Emotional/Extramusical ("intense, calm, mysterious") 
Gentle/Harsh/Calm/Bold(2)/Exciting(2)/Somber/Sad/Hao-
py(2)/Depressing(2)/Relaxing/Uplifting(2)/Serious/De­
manding /Bad feelinq/Laid back/Intense/Mvsterious/ 
Livelv/Dark (3 ) /Heaw-hearted/Liaht-hearted/Full of
Wonder/Joyful(2)/Bright _________________________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Gfi&d_______________________________________
Negative ("boring, I didn't like it")
Heavy bass__________ _ ______________
OTHER DESCRIPTIONS:
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HIGH SCHOOL "A"--CHORALE AND ALLELUIA 
Q#5. Briefly describe the feeling the music gave you.. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud") 
SQft_____________________________________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...good was happening/... traveling through a dark
forest/...love and war______________________________
Emotional/Extramusical ("intense, calm, mysterious") 
Happy(4)/Mad/Calm(2)/Relaxing(3)/Exciting(2)/Sad(2)/
Lonely/Brave/Cheerful/Tense/Good feeling/Lively/ 
Grand/J9Y___________________________ _ ____________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Liked it/Prettv good'__________________
Negative ("boring, I didn't like it")
Bored______________________________
OTHER DESCRIPTIONS:
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HIGH SCHOOL "A"--CHORALE AND ALLELUIA(UNFOCUSED LISTENING) 
Q#3. Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Brass/Woodwind/Beat/Trumpet/Percussion/Dvnamics (2)/
Timpani/Tuba/Flute/Clarinet melody/Harmony___________
Nontechnical Terms ("fast,slow, loud") 
Different instruments/Slow/Fast/High pitched
apund/ttflufl______________________________________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...a brass feature/...a movie________________
Emotional/Extramusical ("intense, calm, mysterious") 
Interesting feelings(2)/Busv/Movina/Chills_________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Good flute sound/Nice varietv/I liked it/Pretty sound/
Great sound/Beautiful clarinet/Good harmony__________
Negative ("boring, I didn't like it")
Too much tuba/Out of tune____________________________
OTHER DESCRIPTIONS:
Actions  ______
148
HIGH SCHOOL "A"--CHORALE AND ALLELUIA 
Q#4. Briefly describe the mood of the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud") 
Quiet/Lively/Slow/Faster/Loud/Soft/Smooth
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...they had come out of war/...it had hooks that__
would grab you/... someone was on a journey___________
Emotional/Extramusical ("intense, calm, mysterious") 
Relaxed/Laid back/Excitina/Light/Adventurous/Stormy/
Susoenseful(2)/Sweet/Sad(3)/Deoressinq/Haoov(3)/Joyful
(.20.) /Mygt.erio.uff /Mm m i u l Z M Qvin,q./.£piritually.____________
faS-Cina ting/intense/Fiery/Passionate/Plaintive________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
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HIGH SCHOOL "A"--CHORALE AND ALLELUIA 
Q#5. Briefly describe the feeling the music gave you. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud")
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like... an adventure/.. something about to happen/ . ,on a.
iournev/..a soaring feeling/..becoming one w/ the_____
music______________ _ ________________________________
Emotional/Extramusical ("intense, calm, mysterious") 
Spirits lifted/Relaxed(3)/Sleepy/Intense/Excitement/__
Suspenseful/Sad(3)/Happy(3)/Amazed/Good feeling/ _
Melodious/Enthusiasm/Tired/Reioice___________________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Good(2)/I enjoved it___________________
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
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HIGH SCHOOL "B"--CHORALE AND ALLELUIA(UNFOCUSED LISTENING) 
Q#3. Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Harmonic/Instruments/Ballad/Tempo/Trumpet/pp/lntroduc
tion/Melodv/Crescendo(2)/Decrescendo/Tuning/Dvnam-
ics (2 ) /Rhvthm_____________ _________________________
Nontechnical Terms ("fast,slow, loud")
Slow(2)/Livelv/Ouestion and answer conversation/
Different instruments___________________________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...a love scene turns to an action scene/..a "Ben
Hur" movie__________________________________________
Emotional/Extramusical ("intense, calm, mysterious") 
Confusing/Interesting/Happiness/Sad/Sorrow_____
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Excellent/Good tuning/Good dynamics____
Negative ("boring, I didn't like it")
Too much jittering__________________
OTHER DESCRIPTIONS:
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HIGH SCHOOL "B"--CHORALE AND ALLELUIA 
Q#4. Briefly describe the mood of the music.. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud") 
Soft(2)/Slow(2)/Loud/Fast( 2 ) / ______
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...a love song/... someone going to war/..sleeping
with a nice dream______________________ ___________
Emotional/Extramusical ("intense, calm, mysterious") 
Bold/Forceful/Exciting(2)/Gloomy/Bright/Cheerful/____
Majestic/intense (2) /Strong./_Triumphant/Ljght/Relaxed/
Good feeling________________________________________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Beautiful______________________________
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS: 
Mood was alright__
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HIGH SCHOOL "B"--CHORALE AND ALLELUIA 
Q#5. Briefly describe the feeling the music gave you.. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud")
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...a conversation,then journey/...a king entering
the room/ ... flying through the air_________________ l_
Emotional/Extramusical ("intense, calm, mysterious") 
Pleasure/Energy/Feel good(3)/Feel sleepv/Creative/
Happy/Sad/Relaxed/Excitad/Sma11 Scared Feeling/Great
KLQWer_____________________________________________________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
g,QOd__________________________________
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
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HIGH SCHOOL "B"--CHORALE AND ALLELUIA(FOCUSED LISTENING) 
Q#3. Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Harmony(5)/Blend(5)/Dynamics(4)/Crescendo/Decrescendo/
Rhythm(2)/Finale/Accents/Tone/Temoo/Melodv/Balance
Nontechnical Terms ("fast,slow, loud")
instruments stick out/Slow(2)/Faster(2)/Different____
instruments(3)/Not reoetitive/Soft/Growing intensity/
Movement/Different moving lines/Combination of soft
and powerful/Mood chances___________________________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...something about to happen____________________
Emotional/Extramusical ("intense, calm, mysterious")
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
G.£g.a.L?.Q.uad.&/-Qrgat („2.) /.Liked., the, harmony /,G.qq<1L1IZ
Amazing control________________________________
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
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HIGH SCHOOL "B"--CHORALE AND ALLELUIA 
Q#4. Briefly describe the mood of the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Tempo_________________________ _ ______________
Nontechnical Terms ("fast,slow, loud") 
Fast(2)/Slow/Loud/Soft( 2 ) ________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...out of a movie of good and evil/...in a castle
or graveyard________________________________________
Emotional/Extramusical ("intense, calm, mysterious") 
Excited(3)/Powerful/Melancholv/Peppv/Peaceful/Restful/
Dark/sad(3)/Relaxing/Perked up/Livelv/Vivacious/______
Stronger/Cliff-hanaina/Thinkina mood/Hopeful__________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Negative ("boring, I didn't like it")
Boring (2)________ _ _____________ _
OTHER DESCRIPTIONS:
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HIGH SCHOOL "B"--CHORALE AND ALLELUIA 
Q#5. Briefly describe the feeling the music gave you. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud")
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...I could face evil/...a season from winter to
soring/...a person waking u p /...plavinq around_____
Emotional/Extramusical ("intense, calm, mysterious") 
Peace/Reioicing/Sad/Uplifting/Bright(2)/Bland/Relax
ing/Moving/Tired/Excited(2)/Anticipation/Interested/
Curiositv/Releasing feeling________________________
Movement ("want to dance to it, wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Woke me u p / I liked it/ Good at end/ Nice/In Love with
it__________________________________________________________
Negative ("boring, I didn't like it")
Put me to sleep(2)________ _ _________________________
OTHER DESCRIPTIONS:
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HIGH SCHOOL "B"--DEDICATORY(UNFOCUSED LISTENING) 
Q#3. Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Brass(2)/Flute/ Drums(2)/Trumpet(2)/Dynamics(2)/
Harmony(2)/Crescendo/Timoani/Strong accents/Solos/
Tuning/Tempo/Melody/Music________________________
Nontechnical Terms ("fast,slow, loud") 
Fast/Different changes/Moved along very well
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas)
Emotional/Extramusical ("intense, calm, mysterious") 
Happiness_______________________________________ _ _______
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
Good tuning/Good dynamics______________
Negative ("boring, I didn't like it")
Drums off/Flute out of tune/Work tempo/Overblowing/ 
Drum.trumpet not together_________________________
OTHER DESCRIPTIONS:
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HIGH SCHOOL "B"--DEDICATORY 
Q#4. Briefly describe the mood of the music.. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Climax_______________________________________
Nontechnical Terms ("fast,slow, loud") 
Fast/Soft(3)/ L o u d _________________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like..a war song/..a march/..a flight over mountains.
Emotional/Extramusical ("intense, calm, mysterious") 
Upr isina/Cour.ageous/Upbeat/Livelv/Excited/intense/Re­
laxing/Comfort ing/Calm/Good feeling(2)/Soothing_____
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
3&Eg-flP.Qd_______________________________
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS: 
Mood iust right
158
HIGH SCHOOL "B"--DEDICATORY 
Q#5. Briefly describe the feeling the music gave you.. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud") 
Soft_______________.__ ______________
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas)
Emotional/Extramusical ("intense, calm, mysterious") 
Haoov(3)/Forceful/Good feeling/Feelinq of a race/____
Excitement/Sad/Goose bumps/relaxation(4)/Overwhelming
Superiority/Inspiration/Strong/Mightv_______________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great") 
kiK.efl, it______________________________
Negative ("boring, I didn't like it")
Boring_____________________________
OTHER DESCRIPTIONS:
159
HIGH SCHOOL "B"--DEDICATORY(FOCUSED LISTENING)
Q#3. Briefly describe what you heard in the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
Drums 12)/Brass/Woodwinds(3)/French horns/Clarinet/
Flute/Trumpets/Saxophone/Balance/Instruments/Dvnam
ics/Tempo/Contrast melody_________________ _ ______
Nontechnical Terms ("fast,slow, loud")
Heard almost all instruments(2)/Fast/March-like
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas) 
Like...a battle between french horns and woodwinds
Emotional/Extramusical ("intense, calm, mysterious")
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Good sound/Good dynamics(2)/Prettv/Great tone/Great__
sound(3)/Good saxes/Nice bottom/Balanced inst/Good___
££IQBQ______________________________________________
Negative ("boring, I didn't like it")
Notes crack(2)/Overshoot notes(2)/Drums sped up/insts
not together/one soueak/Overpowerinq brass/Rushing
OTHER DESCRIPTIONS:
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HIGH SCHOOL "B"--DEDICATORY 
Q#4. Briefly describe the mood of the music. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte") 
March stvle/Melodv_________ _ ________________
Nontechnical Terms ("fast,slow, loud") 
Building/Soft(2)/Marching/Slow_______
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas)
Emotional/Extramusical ("intense, calm, mysterious") 
Easy going/Dramatic/Relaxing(2)/Triumphant/Free/_____
Sweet(2)/Happy/Excited(3)/Moved(2)/Interesting/Perkv/
Live/Strong/Animated/Flowing/Pleasant/Solemn/Somber/
Energetic__________________________________________
Movement ("want to dance to it,wanted to move to it")
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Negative ("boring, I didn't like it")
PPKinfl_________________________ ___
OTHER DESCRIPTIONS:
Hard to tell m o o d _______________
161
HIGH SCHOOL "B"--DEDICATORY 
Q#5. Briefly describe the feeling the music gave you.. 
ANALYTICAL DESCRIPTORS
Technical terms (Diet, of Mus. entries "forte")
Nontechnical Terms ("fast,slow, loud")
FIGURATIVE DESCRIPTORS:
Similes/Metaphors (refer music to non-music ideas)
Like...soaring/...a flowing river/... flinging off a__
cliff into a large valley__________________ ._____ ___
Emotional/Extramusical ("intense, calm, mysterious") 
Goodness/Momentous/Cheerful/Feel great/Upbeat feeling
Good feeling(2)/Excitement/Gave chills/Happv/________
Comfort (2)_______________ __________________________
Movement ("want to dance to it,wanted to move to it") 
Wanted to march/Wanted to dance slowly______________
VALUE JUDGMENTS:
Positive ("I like it, it's cool, great")
Fun piece to plav/Prettv/l enjoyed it/ Beautiful
Negative ("boring, I didn't like it")
OTHER DESCRIPTIONS:
Memories__________
APPENDIX E
VERBAL DESCRIPTORS BY 
FREQUENCY OF USE
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Descriptors
Word Descriptors
(Listed by Frequency of Occurrence)
Briefly describe what you heard."
Frequency of Occurrence
Chorales
Alleluia Cheater
Incantation 
and Dance
Dedicatory
Overture
Analytical Junior High Junior High High
Descriptors: High School High School School
Technical: “A' "B"
Dynamics 5 11 2 5 3
Drums 2 13 1 4
Trumpet 6 2 9 3
Melody 3 3 5 2 2
Clarinet 2 1 11 1
Harmony 1 6 3 1 2
Flute 3 2 5 2
Crescendo 4 4 2 1
Tempo 1 5 2 2
Rhythm 1 4 4
Brass 2 1 1 1 3
Trombones 4 3
Balance 3 3 1
Blend 5 2
Percussion 1 1 1 3
Tuba 2 1 2
Decrescendo 2 2 1
Instruments 1 3 1
Woodwind 1 1 3
French Horns 1 2 1
Timpani 1 1 1 1
Bells 3
Tone 1 2
Band 3
Violins 3
Accents 1 1
Intonation 1 1
Low Brass 1 1
Notes 1 1
Pitches 1 1
Solo 1 1
Tuning 1 1
March 1
Piccolos 1
Timbre 1
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"Briefly describe what you heard."
Analytical
Descriptors
Technical:
Ballad
Beat
Finale
Introduction
PP
Baritone
Volume
Articulation
Low Reeds
Syncopation
Chorale
Saxophone
Music
ChoralaS
Alleluia
Junior High 
High School
1
1
1
1
1
Incantation Dadicatorv
Chester
Junior
High
1
1
and Dance
High
School
“A*
1
1
1
1
1
Overture
High
School
"B"
Nontechnical:
Different
instruments 9 9 9
Slow 2 7 1
All instruments 2 1 8
Soft 4 2 3
Fast 3 4
Loud 3 2 3
Faster 2 1
Different high
instruments
Louder 3
Sounds 1 1
Mood Changes 1
Different kinds
of music 1
Increase tempo 1
Increase in
volume 1
Smooth 1
Lively
Movement 1
Slow and speed
up tempo 1
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"Briefly describe what you heard.
Analytical 
Descriptors: 
Nontechnical 
(continued): 
Question and 
answer 
Distinct changes 
Growing inten­
sity 
Different
moving lines 
Combination of 
soft and 
powerful 
Instruments 
stick out 
High pitch sound 
Not repetitive 
Change in speed 
Change in sound 
Muffled
Music stood out
Noise
Softer
Build
Different
interpretations 
Different sounds 
of percussion 
Everything 
High tempo 
How many played at 
one time 
Lower voices 
March-like 
Moved along very 
well 
Parts following
an identical one 
Picked up
Repetition of notes 
Upbeat
Chorales
Alleluia Cheater
Junior High Junior
High School High
Incantation Dedicatory
1
1
1
1
1
1
1
1
1
1
1
and Dance
High
School
1
1
1
1
1
1
1
1
1
1
1
1
Overture
High
School
"B"
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"Briefly describe what you heard.
Figurative
Chorales Incantation Dedicatory
Alleluia Chester and Dance Overture
Junior High Junior High High
High School High School School
Similes, "A"
Abstract
descriptions,
etc.
"Someone died and went to heaven"
1
"Someone describing a victory or a tragedy"
"Like a sitcom movie
1
"Like a person fighting a war"
1
1"[Like] something about to happen"
1
"[Like] instruments in a battle"
1
"Like a brass feature"
1
"Like a movie"
1
"[Like] a love scene turns to [an] action scene"
1
"[Like] a Ben Hur movie
"Like a merry-go-round" 
War-like
"[Like] crickets" 
"[Like] water drops" 
Mood changes
'B"
1
1
1
"[Like] a battle between french horns and woodwinds"
Emotional/Extramusical: 
Happy 2 1
Excited(ing) 1 2
Sad 1 1
Interesting 2
1
1
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"Briefly describe what you heard."
Chorales
Alleluia Chester
Junior High Junior
High School High
Emotional/ 
Extramusical 
(continued): 
Joyful
Anger 1
Different 1
Dramatic 1
Dynamic 1
Emotional 1
Forceful 1
Hatred 1
Relaxing 1
Soothing 1
Busy 1
Chills 1
Confusing 1
Moving 1
Powerful 1
Sorrow
Playful
Power
1
Incantation 
and Dance
High
School
“A"
Dedicatory
Overture
High
School
"B"
1
1
Movement:
Instruments 
dancing in
a circle 1
Value Judgments;
Positive:
Good dynamics 2 2 1 1 3
Great sounds 4 1 4
Very good 2 4 1
In tune 1 1
Pretty 2 1
Great tone 1 1
Beautiful sounds 1 
Cool 1
Amazing control 1
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"Briefly describe what you heard.
Chorales
Alleluia Cheater
Junior High Junior
High School High
Judgments 
Positive 
(continued):
Beautiful
clarinet 1
Excellent 1
Good harmony 1
Good flute
sound 1
Good top to
bottom 1
I liked it 1
Liked the
harmony 1
Nice variety 1
I liked the
melody 1
Nice 1
Pleasant 1
Fun
Good quality 
Good pitch 
Good support 
Great!
I loved the music
Odd but good percussion
Rhythms played correctly
Terrific song
Unique percussion
Wonderful
Balanced
instruments 
Good saxes 
Good tempo 
changes 
Nice bottom
Incantation 
and Danca
High
School
1
1
1
1
1
1
1
1
1
1
1
Dedicatory
Overture
High
School
1
1
1
1
Negative:
Heavy on bottom 1
Heavy on top 1
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"Briefly describe what you heard."
Chorales Incantation Dedicatory
Alleluia Cheater and Dance Overture
Junior High Junior High High
High School High School School
Value 
Judgments 
Negative 
(continued):
Out-of-tune 1
Too much
jittering 1
Too much
percussion 1
Too much tuba 1
Not enough
lows 1
Drums speed up 1
Drums and
trumpets not
together 1
Drums off 1
Flutes out of
tune 1
Instruments not
together 1
Notes crack 1
One squeak 1
Overblowing 1
Overpowering
brass 1
Overshoot notes 1
Rushing 1
Work tempo 1
Other
Happy players
and conductor 1 
Seems hard 1
Actions 1
Woke me up 1
Easy piece 1
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"Briefly describe the mood of the music."
Descriptors Frequency of Occurrence
Chorales
Alleluia Cheater
Analytical Junior High Junior
Descriptors: High School High
Technical:
Melodic 1
Bass 1
Clarinets 1
Flutes 1
Staccato 1
Tempo 1
Ballad 1
Classic 1
Crescendo 1
Dance song 1
March-beat 1
Rhythm
Climax
March-style
Melody
Nontechnical:
Soft 8 8
Fast 8 4
Slow 3 7
Loud 5 5
Smooth 1 2
Rushing 2
Lively 1
Stepping song 1
Builds to end 
Faster 1
Changed tempo 1 
Picked up beat 1
Quiet 1
Sounds 1
Speeds up 1
Heavier 
Light 
Quick 
Racy tempo 
Smooth, then changes
3 
2
4
IncantatIon Dedicatory
and Dance
High
School
"A*
1
5
3
2
1
1
1
1
1
1
Overture
High
School
"B"
1
1
1
2
1
1
1
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"Briefly describe the mood of the music."
Chorales Incantation Dedicatory
Alleluia Cheater and Dance Overture
Figurative Junior High Junior High High
Descriptors: High School High School School
Similes, "A" "B"
Abstract
Descriptions,
etc.
A march
1 1  1 
Like someone died, but got alright
1
Army heading to battle
1
A movie
1
A battle
1
A song
1
They had come out of war
1
Someone was on a journey
1
Had hooks that would grab you
1
Out of a movie of good and evil
1
A love song
1
Someone going to war
1
Sleeping with a nice dream
1
A hero song at end of a movie
1
Someone was struggling
1
A president was walking in
1
A tribal dance
Someone running from something
1
1
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"Briefly describe the mood of the music.
Chorales
Alleluia Chester
Junior High Junior 
High School High
Similes,
Abstract 
Descriptions, 
etc. (continued):
War song
A flight over mountains
Emotional/
Extramusical
Happy 9 5 10
Exciting 6 8 2
Sad 7 7 1
Relaxed 4 4 3
Mysterious 2
Intense 4
Calm 1 1 1
Joyful 2 3 1
Dramatic 2 2
Energetic 3 1
Suspenseful 2 2
Bright 2
Dark 4
Lively 2
Strong 1 2
Upbeat 2 1
Cheerful 1 2
Depressing 3
Bold 3
Good feeling 1
Moving 1
Gentle 1 1 1
Sweet 1
Adventurous 1 1
Bouncy
Comfortable 1
Demanding 1
Eerie
Aggressive 1
Good mood 1 1
Laid back 2
Incantation 
and Dance
High
School
"A"
3
7
2
10
2
2
1
2
1
1
1
2
1
Dedicatory
Overture
High 
School 
" B"
1
3
1
1
1
1
2
2
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"Briefly describe the mood of the music.
Chorales
Alleluia
Junior High 
High School
Emotional/ 
Extramusical 
(continued): 
Light 2
Majestic 1 1
Mellow
Peaceful 1
Perked-up 1
Playful
Somber 1
Soothing 1
Triumphant 1
Anticipating 1
Biting 1
Catches
attention 1
Cheered up 1
Emotion 1
Graceful 1
Meaning 1
Mournful 1
Nerve-wrecking 1
O.K. 1
Patriotic 1
Racy 1
Stormy 1
Bad feeling 1
Cliff-hanging 1
Fascinating 1
Fiery 1
Forceful 1
Full of wonder 1
Gloomy 1
Harsh 1
Heavy-hearted 1
Hopeful 1
Light-hearted 1
Melancholy 1
Passionate 1
Peppy 1
Cheater
Junior
High
Incantation 
and Dance
High
School
"A"
Dedicatory
Overture
High 
School 
" B"
1
1
1
1
174
'Briefly describe the mood of the music.
Chorales
Alleluia Cheater
Junior High Junior 
High School
Emotional/ 
Extramusical 
(continued): 
Plaintive 
Powerful 
Restful 
Serious 
Thinking mood 
Uplifting 
Vivacious 
Angry
Back & Forth
Building
Entertaining
Enthusiastic
Feel better
Frisky
Got me going feeling
Heavy sound
Heavy feeling
Mixed
Moody
Normal
Not a good mood
Spontaneous
Tiring
Very British
Captivating
Cataclysmic
Dancing mood
Danger
Different
Frantic
Indian
Lonely
Pre-modern
Spellbinding
Tribal
Unknown
Weird
Animated
1
1
1
1
1
1
1
High
1
1
1
1
1
1
1
1
1
1
1
Incantation 
and Dance
High
School
1
1
1
1
1
1
1
1
1
1
1
1
1
Dedicatory
Overture
High 
School 
" B"
175
"Briefly describe the mood of the music."
Chorale& Incantation Dedicatory
Alleluia Cheater and Dance Overture
Junior High Junior High High
High School High School School
"A" "B"
Emotional,
Extramusical 
(continued):
Courageous 1
Easygoing 1
Flowing 1
Free 1
Interesting 1
Pleasant 1
Solemn 1
Uprising 1
Movement:
Want to do things outdoors 1
Value 
Judgments 
Positive:
Good
I liked it 
Pretty good 
Beautiful 
Got better 
Pretty 
Great
Negative:
Boring 
Go to sleep 
Heavy bass 
Stupid
Qt hSK
Demands on a
person 1
Didn't know what 
was going on, 
lots of
changes 1
Mood was there 1
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"Briefly describe the mood of the music.
Chorales
Alleluia
Junior High 
High School
Incantation Dedicatory
Cheater
Junior
High
Other
(continued):
No mood
Music got harder 
Hard to tell 
mood 
Mood was just 
right
and Dance
High
School
"A"
Overture
High
School
"B"
1
1
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Word Descriptors
(Listed by Frequency of Occurrence)
"Briefly describe the feeling(s) the music gave you
as you listened."
Descriptors
Analytical 
DeS.griPtQES.: 
Technical:
No Descriptors
Nontechnical:
Slow
Loud
Faster
Soft
Broader
Fast
Built up
Chorales 
Alleluia
Junior High Junior 
High School High
Frequency of Occurrence
Incantation Dedicatory 
Cheater and Dance Overture
0
1
1
1
1
1
0 0
2
1
1
High
School
"A*
0
High
School
“B"
0
Figurative
Descriptors
Similes,
Abstract
Descriptors,
etc.
Like on an adventure
1 1 
Like a soaring feeling
1
Like someone was facing a great adventure
1
Like I was in a dream
1
Like an orchestra
1
Like strength in numbers
1
Like something about to happen
1
Like singing and becoming one with the music
1
Like on a journey 1
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"Briefly describe the feeling(s) the music gave you
as you listened."
Choralat 
Alleluia
Junior High Junior 
High School High
Incantation Dedicatory 
Cheater and Dance Overture
High 
School
Similes,
Abstract 
Descriptors, 
etc. (continued):
Like good was happening
1
Like love and war
1
Like traveling through a dark forest
1
Like I could face evil
1
Like a person waking up
1
Like a season from winter to spring
1
Like playing it loudly
1
Like a conversation, then a journey
1
Like a king entering the room
1
Like flying through the air
1
Like I conquered something
As a festival or party 
Like a race 
Like a dance 
Like a war
Like I was being watched 
Like lost in a forest
1
1
"A"
1
1
1
1
1
High 
School 
" B"
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'Briefly describe the feeling(s) the music gave you
as you listened."
Chorales
Alleluia
Junior High 
High School
Similes,
Abstract 
Descriptors, 
etc. (continued):
Like an encounter of
Cheater
Junior
High
Incantation 
and Dance
High
School
'A*
Dedicatory
Overture
High
School
"B"
the unknown
Like a battle 
Like a flowing river
Like flinging off a cliff into a large valley
1
Emotional/
Extramusical:
Happy 6 5 10 3 6
Excited 6 5 4 6 3
Relaxed 8 5 6 1 4
Sad 8 4 1
Calm 1 2 2 1
Comfort 1 1 1 2
Joy 1 2 2
Energy 1 1 2
Peaceful 1 1 1 1
Strong 1 2 1
Sleepy 2 1
Tired 2 1
Scary 2 1
Cheered up 1 1 1
Chill bumps 1 1 1
Upbeat 1 1
Rejoice 1 1
Lonely 1 1
Bright 2
Anticipation 1 1
Great Power 1 1
Amazed 1
Anxiety 1
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"Briefly describe the feeling(s) the music
as you listened."
Chorales Incantation
Alleluia Cheater and Dance
Junior High Junior High
High School High School
Emotional/
Extramusical,
etc. (continued):
Bored feeling 1
Enthusiasm 1
Exhilarating 1
Frisky 1
Intense 1
Mad 1
Made me smile 1
Melodious 1
Mixed 1
O.K. feeling 1
Relief 1
Sense of
imagination 1
Spirits lifted 1
Suspenseful 1
Wow! 1
Blended feeling 1
Brave 1
Creative
feeling 1
Curiosity 1
Grand 1
Interested 1
Lively 1
Moving 1
Pleasure 1
Releasing
feeling 1
Tense 1
Uplifting 1
Big 1
Content 1
Courage 1
Depressed 1
Easy going 1
Fatigue 1
Get busy feeling 1
gave you
Dedicatory
Overture
High
School
"B"
181
"Briefly describe the feeling(s) the
as you listened."
music gave you
Chorales
Alleluia
Junior High 
High School
Emotional/
Extramusical, 
etc. (continued):
Mellow
Nice feeling
Obnoxious
Soothing
Suicidal
Triumphant
Understanding
Adrenaline rush
Creation
Dancy feeling
Different
Ecstatic
Excellent feeling 
Heart-beat raising 
Hyper feeling 
Jumpy feeling 
Lost
Mysterious
Put to sleep
Relish music
Thrilled
Forceful
Goodness
Goose bumps
Inspiration
Mighty
Momentous
Overwhelming
Racy
Superiority
Cheater
Junior
High
1
1
1
1
1
1
1
Incantation 
and Dance
High
School
"A"
1
1
1
1
1
1
1
1
1
1
1
1
1
1
Dedicatory
Overture
High
School
"B"
1
1
1
1
1
1
1
1
1
Movement:
Wanted to dance 
Wanted to play 
it
Wanted to move 
to it
2
2
1
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'Briefly describe the feeling(s) the music gave you
as you listened."
chorales Incantation Dedicatory
Alleluia Chester and Dance
Junior High 
High School
Movement 
(continued): 
Wanted to march
Junior
High
High
School
"A*
Overture
High
School
"B*
Value
Judgments.
Positive:
I liked it 1
Good piece 1
Nice piece
I enjoyed it
Cool
Great
Pretty
Good at end
In love with it
Pretty good
Well put togetherl
Got better
Liked latter part
Fun piece
Beautiful
2
2
2
1
1
1
1
2
1
1
1
2
2
1
1
1
Negative:
Bored
Didn't like it 
Not what I 
listen to 
Almost fell 
asleep
1
1
Other
None
No feeling 
Gave me
memories 
Not sure 
Neutral 
feeling
2
2
1
1
VITA
Born on January 4, 1955, Ricky Wynn Brooks lived with 
his mother, grandmother, and grandfather in the small town 
of Lexington, located in the red clay hills region of 
central Mississippi. Active in the school band, Ricky was 
selected to the Mississippi All-State Band three out of 
four years in high school. As a member of the boy scouts, 
Ricky advanced to the rank of Eagle Scout by age 15.
Because of his interest and success in the band,
Ricky majored in music education at Holmes Junior College 
in Goodman, Mississippi. He earned his B.M.Ed. and 
M.M.Ed. degrees at Delta State University in Cleveland, 
Mississippi. While attending Delta State, Ricky met and 
married Sheila Kaye Ainsworth of Greenville, Mississippi. 
They have two sons, Aaron, age 10, and Scott, age 7, and a 
daughter, Mallory, born April, 1994. Ricky and Sheila 
taught thirteen years as a husband/wife band director team 
in Mississippi and Arkansas. Ricky enrolled at Louisiana 
State University in August, 1991 to pursue the PhD degree 
in Music Education.
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